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Kurnt>urs*>f Ihi- JvAth i>l film .m- ^pp^uontlv Tht- disoj.sioti 

.ind jn.ilysis in Ihi^ issue uivvr pnn mvitivi- [Mlitkjl ,ind thtimik.il issui's in 
divumentiru-s ,|P nvi r the ivurltl — issues of iinfH-ri.ilisni. rjiv, tl.iss, m'ku.iHv, Heikler 
^ ond. rt'pi .iUsJly. the n.ituri‘ uf i)(K-unient,iry iist lf They resjumd bufh lo 
j^K’umeiit.iry's history and to lerlite Contemporary dec'elopmenl ,illd elahorjliiin, 
rx^pite inir c.isi,i,il assumption of u hat films are K inj; lateKohywf, or stiijitf memories 

ot honn>; ediicitiunal lilms,diH Ument.irv designates a volatile and sonu timi-s vestd 
form 

Canadians inevitHihly think of (irierson's nomination of Raheriv as oriainafor fand 
iVdfFinoi as dtvument). That casts us torvi ard to a Ion); limM);e ot A ri):liv American state 
and airporate production, a particular way of asscTtih); authoritv and se ntiment over 
St™: conflict and (. JiIhts, a ct>nsi stent claim to con t ml rc-alism and nsility Ret ent 
analysis has bc>;un tti delineate the );eneric conventions and and ptililicTtat work in these 
claims But we also think trf Brtvhi who used documeniarv as one ot the wavs to define 
Ihe .Hsthc’tu til therev tilulionary thvMtreheand I’isca tor were developing Fmm this 
an);le of etymoloj^y, we should recall the important ways documentary, across art forms, 
hay elatisl to scKialtst commitment and MKial movements, (he venerahJe formal and 
fxilitical resistance lti "tifficia!" reprrstentationsof reatilv. If docunu-ntarv 's first claims 
are Iti realism, it is worth recalHiiK that the insistence tm the relationship to rcvilitv can 
alsti bt> trand in the mtKiernist cvmventions of the opptisilional avant‘);arde. 

The V ol lection a nd ed j t j n); of t hts*!' a rl ick's was pu nctu.i lv\l and in lemiptevl h v t he 
Uirrorstit the dull War. The iron hvclsof the New World Order KitttTed the pev'ioles of 
Iran - r.„f y.rror which we watched, s.inili,-td, as triumphal sfHvlacleon mafri/jne 

vm ersiand n'senens. But l he obscene celehralion was als*i thomuRhlvdct jrjFn'wtirrv; thi' 

VVv'stern mi vlia were a coJltctjve I.eni Keifenstahl tiFr Bush's [X»htI SlatI^hte^. All of thi- 
yrmal and political dilemmas analvAd in these fsi^es were plavtd out in the media s 
NiiremlxT|;ian const™ cl inn of the 'heroic" oil war 

"T he uncertainty of the opposition betwwn the fictional and the factual is much 
discusstd m several articles lute It is a tension throughout docuinentarv s hisiurv and a 
manitesl (heme in much ncent pr.ictice. But the dominant media are also h.ippv to elide 
' "rclul iHmiers. In thedulf spectacle, this was taken lo the most literal evireme 
of tahrication ,ind In's; stolen baby meuMors, nuissive Jratp buildups, nucle.irand 
chemical bombs, mui^ierid sc abirds. ihouvinds loriured in Kuwait, surgical strikes and 
smart bombs,, heli, heh, just kidding, that's miliiarv' intelligence for you! What's 
significant is mil the immor.ility of the leaders ot the West — hardly news ^ but the 
mrc'lm ance of any historical or political fact — eveept as the infotainment fog of the 
hvperts — to the authoritarian narrative propulsion the media consiructid. Official 
documentary's pompous epistemology often ohscimes its thmsi to rv’solveand conclude 
Its stone's of fractious reality; here. K.th imp'rialisi poliev and media ratings (eand that 
there might be a diplomatic route, that we wmildn't have the orgasmic finale, 

I r*'’' in the inciirjioration and pl.iv with genn-s across the months- 

long biOL'khuster. The multipling genres signalled the incohen.*nce of the shifting stories 
and pnnciplc-s supf^i^dly at issue, but also the amfidence that the class interests sc'rved 
and ai'sfheticizid would tell nil the stories. Oftim we watched turgid talk shows, with 
only retired generals as guests. <Jt took a while to realize the Vietnam war they were so 
glad to finally be ri- fighting "without one arm ikd bt'hind their Kicks" was kambo's. 
mil If"-' ^’<<1 t’ne.t C.,ivme show hosts scrambled excitedly uvergt.ini studio battlefield 
maps. TheSupv-r Bowl was clearly the inspiration for much commc’ntarv stvieand 
amtent Mock veriie took us to a strictly controlled tmnt tor ^voignant vignc'tti's of "our" 
boys and. ervvtz leminism sv'rv cd, girls. They all I, Hiked and talked |usl like Tom Crui.w, 


tN.Hi ^\l thf iiuxJUi'scL’ii'brdti'iJ hhttvh mixii rnitv. wi tv tuiE VVVVI ^ind II 

A Ti^rEPhtu tnihli^id hrlptuHv lu-tiJIiri^-d ihkr iirriv^it tif tlu- ''‘icitnii " iViir^i^ HICM 
NtX'>N t>f ccsiirst'n axiinj; tht' VV\«,ttTn the iViirri«5r iihi>s intu* the iv.ir ttw pfE^vu 
diltieiilt; I he "shiHilin^ in the hLitk" isf .i >urrendert \1 jnd retre.itin^ enemy, the 

s,^^ntf,il slrile^y nt terrier civil iLin*. sisrelv. HnJIv^viitiki Vi Em l tiir^et dill thi^se 

buriH^J mnEnviiK? 

MekxiriimHi, within Ihe w\ir nun te, m,iy let^rk tnit mvTv ■HTvieesibly many 

tea rill] misments en the himie lTt>nt awaitii^^ neivh i>t relati^ Mtsre cmeially, ^ve went 
inside IsMeli hi>ine^ Ies a wail, j^as nia^ks i>n. the arm al c^t "termrisl" Scuds^ TV's taioured 
visUdil ima^e thn>u^liaiul. Kracl has ai^^ av^ Ixt-n di strah-^ic lim hpin cit impieriaLiMii^ here 
the lamily an\iety <4 pt‘i>p]e "jii^t like us" tTanNTiiiHi%1 the racist p^ilari.^atiun wi much pm- 
war sentimenl rested or\. "AVe" — the IVl^sE, the me\tia — ci^uld hut stv the milliims 
I^alestinians, without ^as masks, under de^idly curle^v, t>nly miles away; their invisibilily 
jusliliiH^ ''imr" inditterence. (SimiiltaiH'tPiisIv. Iepf ]iunJr4-e1>^ i4 millions in the i^'orld, il was 
this cuntradkiion which most e\|s,^s^\i theHiud.uioEis hyjHKrisy ut the Hk-st: ihe invasums, 
iXTcupatiEinsand a trod I it^ (it the /ionist slate are re^rel table neci^ssities — scmil aniPther 
SHI billion}. The hi^rror lilm alst^ nltered into the presentation i4 the war^ not least in the 
shuJderinj; irisscm of images and deaths we ctpuldii't tv shtHvn, which had lo bt' otf- 
serein. More ei^pticitlyr the racist demon i/ation ot Arabs and, paiitcwlarly, SLiJdam 
Hussein, playeil on fears of Ihe Other divp in the Will's Christian and imptTial eirio|ii»ns- 
but did you notkv I hat bush liHvked incrtMsingly like Freddy Kruger ghoulishly MC ing 
ihrEiughout his hliH>dlhirstv show? 

Fansot si"lf-reflexivity were able Ui enjiiy a great deal Eif M-lt -ana lysis by the misJia. The 
craien toadying to impi^rial polity was st^ transparenh a few libtTais, hauling the creaky 
idtviogy t>f i^bjeitivitVd discov ered "bias" or Kmo,iniif that war w as Iving made to look 
like \inEendo. This trivial inivulalion provided a little distance tor I hose w'ho were 
politically complkit but embaiTassi» 4 i bv the s|HVtaclCs U'i>rld Wrestling Fixieration 
aesthelic. When Walter C non kite iirgetl his fellows to the "high slandards" of WVVII 
reporters, w'e consciously entered Ihe genre of ptirtKiv . 

The w^ar marchi's on in horn warning j>,iradi% and highlight videos, cards and dolls, 
variety show s and new T( 3 pGrurs; Ihem^HHi is both bullying and complacent. For all the 
‘'gixxl" diictators — who again include the demEm I lussein — and the imfHw erishevI and 
exploited^ it's business as Usual. If the si/eand rapid organi/ation of the anti-war 
miwemenl all over the world are reasi>n> tor hopt\ ihe mislia's total marginalisation of 
i.>ppivsitiEin dEiubtli-ss demoral i/isj manv. bin thai stupuld nu^an ihat t^ppitsilion priveeds 
af many levels, including ctmtesting thal diiminant media, and stnictiing iht' limiis of 
committed practici*. From a v ariety of thix^retical and natn^nal pi'rspixtives, the critics 
assemblid ci>n tribute to that difticull pnvess. 

This issue marks several significant changes to this magazine- IX>igner fk>b Wilcox has 
developed a nenv liHsk for CineAclum and we i.\ elcx^me him We wi^uld like tti thank Mary 
|a nkii la k, Stuart Koss and Kevin Connollv' and Excalibur Prixiuc turns for years of hard 
wx^rk and |xatjence in designing, tv^xsi-t ting and producing li ith us. As well, w'ilh a 
rediicid a^tkxtiveand rising exjvrtses, we will fv moving to a ihriv issue pi-r year formal. 
Weapi^logize for Ihe lateness of this issue; wv hopt' the new publishing schedule w ill 
prove more realistic. 
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Wht'tht'f isr nol tutun- histirriL'i^ eiI bUcl. Mittimiiking in 
C'aiicidii ht-^in with |i.iiTitfrr l de Sili’ 4 . they wi]| hb>vy Ui 
4uknnv%lt>i^f htT impirlariLV. Ilest tAHd.i> for htT 

diHTumt'riLiry f a-hu^i fi^r (.‘i^ri'FWiONf^, HEhij^r 

de StilvA dirt^L'lL-d A numbt-r i>l iilrnh during the th^il 

L^tiihlishL'd thr dEHtisniiTit mixW in Atric.m CiriLHlLm ^sEIn ciil- 
luri' Working extlusivi'ly in the dtHTumcnhiry .ind t^Uen on 
spon>€srt‘d hlms, slw sukt^d out a y^'-t eiI ooninnis and a niiMJe 
i>l priHiuLtion thdii inighi Ih- lernn'd bt«ick lihtTiili‘'Tii. Horiif 
fivfiwij e'Eph^ri’iJ roll (ions K^hefen police .ind bl.icK inmi- 
gr^int CL^mmisniti^.^ in TisrE^nkv's l.ine- Finch nesghtH>rhiH>d, hu[ 
most o( lli^ge de SiK .i's films did nol di^it ^vLlh s^xvilic 4 dty 
bliiL’k subj*.vts. KnsUvid her work I, ind jHs imly since she ditd 
in 1^*^ \ fui\ helerogenoits ii group (ilms hLiSiissumed the 
shjpH^ A btKiy o( work!, de.iLl with a uade riinge iil social I 
ct>ncems, inmi iinli-fiioist isiyt diiliiiin in to sell- 

help prEpgriims \kn ex-con%'icls in Jrr Saipperf <if ^Vao ^/ropPffFr 
5pprpf Hodge de Silvii's Films represenl bliick hym^inisl 
iigendiin Lind more specidciilly ii bLik k L iiiriiiFftJir hutn^inist 
■igLMidj. MlIiiv of her sppnsoixd lilttis^ like A in ffir f aN' At 
CjJPl^dci. (Jhi" yEp4“epj>, Nri^\djhiPr^iiPaia^> — C^Pif rtVPjEJPjf *iiid 
Nojy*/jhLPrfte<itfs — K!episj'pjy"kiiH 
AlijrAt f Lire precisely Libisul 
(.\]rkiidi[in cultural gi.spgr4iphv. 

Running through tnnh these* 
tilms .ind the "issue" til ms is 
this hum.inisl iigenaJd, this 
sa.Hi4i]]y reconstructive prti- 
gmm I Itxige de Sill a 's work 
does kid dress I he reiil mjIu ri- 
ot nu ism tiHing hkick pt^iple 
in Caniiidii. but there's more 
succor thiin linger in her 
tilms. While ^ Jlppppc- jiid 

> oiar?iEif 4ire critical of 
some elements of C.in.idijn 
society, their critique is 
CEiuchid entirely in tirms iPf 
reform r^ither thiin reviilu- 
tion* 

But di>e>^ this dev*ilue 
thidge de SilVii's WLprk? Ui' 
miEisI stiindiirds of commilttsi 
bliick tilmmiiking. yes. 

"Blackness dipes not itusin 
that wi- uife irthi-reritlv oppi?- 
siliEinalp" cultural critic hell 
hi>ok> reminds^ us. "C>ur ere" 
atii'e ivork is hhapi d hv li 
marki-t I hat rn'tltvts while supremacist iatut*s iind civncerns" 
ttH). I lowever, ivhile Htutge de Silva's films shi>uld nei t-r hi' 
misconstrued as llu- iarst alarm ot a black revoliiition in 
t anadian film cultures the) do iKcupy an im^x»r!jnt ^xisilion 
at I he K'ginning of a new movement. Their ver\' slalus as llie 
priKluct ot a civmple\ M't ol Eh>r thi- niip-t part) institutitpruiltv 
defined L'ircumjhtartces, cirMjniNtances (huii conlinue to gov ern 
hkwk filmrn liking in Canada, mnikt^s them worthy of >tiidv. ft 

L«lt And iboie: llarMf* i !ilwu^ff firr u rEPPnrvpiMVFPf M 


IS nas accident that I he vast ma^inty of films producLd by 
Atnciin Canadians have K'eii lirnilv within the s*Pt‘ial issue, 
dLiLumentiiry realisl genre, and Hmige ile biiva's work is 
evempl.irv m that regard fn addition^ wnthoul marginal]/ ing 
this work Epytside of a<*slhelics, tl is im|xsrtant thal "Ci^mmon" 
notions in film criticism about I he catigsprv a?f the '1 merest- 
ing" not be the fir^st method ait apprspach in dealing with 
Hodge Ele Silva's wHirk. OpvTating entirely outside arl-cine- 
ma’s psisHive criteria of 1nno\'.itk'»n and evperimenlalion, 
ihese films' dcfcumentary realist practice seeks neither to 
^hiH'k nor si-rioLislv E.*ha1]engt- tht- viewer, hut to reca;mfirm 
Certain Hiprms ot liKTal conscience and national identity. In 
eviimining si>mething ot IksJge de Silva's histEiry and later 
the films ihemsc-IvL’s. I ti» articulaie a way of watching 
her films, primarily tor black viewers, that engages w'lth them 
iin levels biiPth iv ithin and ivilhoul their owm trames ot reter’ 
ence, but nev er in igniprance i>t w hat those- lrama,-s^iit rv-k^renct* 
are, O'r w'hv thi-v t-visl. I hope I his studv will s^tve as a begin- 
ning in rescuing fhidge de Silva from the critical neglect 
i Whii I'* she^l and cntical squtMmishnt*ss (wv>uldn't analy/ing 
such ?«iniple films be wpif^jr?) under which her piime'ering 

w%>rk has languishisJ, 
The first frame that 
needs to be tmtlined is 
Hodge de Silva herself. 
IVoduct tsf a unique set 
ot personiil circum' 
stances^ she emerged 
from and intsi very par- 
ticular and very diver^ 
genl momenta in 
C anadian history, tkirn 
and raisevl in Montreal, 
iliKigc de Silva grew up 
in a class — the black 
anadian urban btnir- 
geoisie — wuth barely 
enough members to 
qudlily as such at the 
time. Her mtilher is an 
accomplished figure 
w hEi I or years sal i>n the 
fHsitd ot directors of the 
Canadian BnKid casting 
Corporation. Hodge de 
Sitva's publicity bin 
boasih that, as a young 
w'timan, she attended 
school in bwit/erland. 
She fompletevi her educatitin ivilh a bache]i>r'!f degriH' friim 
y EPrk Universitv in 3^71 and a IV Arls diploma trom Kyerstm 
Fyilvtivhnical Instiliule in IVT^, 

All ot thi> significant only li> thi- evtent that it tNlablishes 
sonit-lhing Lfc! ihi- co mp Li* x and ambiguous posiiiEm^ from 
ivhich I lLN,3ge de Si|\ a maile her films. She fxissesstij bsih the 
E.S. 1 SS enlillemenl and cultural tapital thal her paretUs and 
LS.iucatinn gave her. but she was also a blatk w^oman breaking 
into a film intluslrv that h.id m-vyj Kt-n anxious to ackniiwl- 
ixlgt- eiiher women or pvs^ple ot colour as anything but N'ic- 
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tim> Shi' Uiimi' U* iLiryntis in the piTk^N-i when the fi'lLiMnj; oi 
It tiniidi.! Tiii'i’it ininiij^fLitji>n hiivs tx^g^in p'riiut thisiisaiids 
i>t hl.SL k \\\.>l Indtiin to Mttle m the i ^ub- 

urb> Xlnn ot them ^vound up m ihe liitie- I'jiiLh neigh Ntr* 
hiHuij iii>l bUn ks ttom ^vhere I hHlge de SiK l 1 xtudii^l l-ine 
Art^ Lit ^'i>rk L niversity, where >he Wimld e^eiilUiifly 
m^^ke Jfsswji' Thai riM.' nt ^iidtJen black iiTiiimiJitilie?^ 

annind hef, ^xiih hlstl^^t^ very Llitten nt I min hers, printucis, 
iniKilher tranie oi liisssPSiiince hw I hsilgi^ tie Silvii. Sip hh^ her 
nuither'?^ >liitii> lit thet/iK‘ iiiiJ Hintgi- de SiSi a''^ kitef vvnrk iit 
I hat netvvpirk unit! I he Valiiniai f ilm BeiirJ ‘'Uggis^t a ivitlmg- 
iiess te lenrk hiMile .iiiiida 'h tiviP mLiji^r Liiiiige-prssihicing 
m^htulinn'i — Liiceptmg l!ie limits ut their hlX’rjS idi'^ilegies 
— even as ihev .itti'^nipi in n^' ttie piHver o\ I lie institutnpii Ui 
further a ih'^ us'^ien iPt f^ri^ssing pplitiul tssui^ 

Atxsve .ill, there is the Mmiilliint^iiiis i tiiUri!dti tn.ifi ut i kiss 
prKjtege dind puhtical siplidarilv thnil ^/uffps' Tn'h.iry and 
><iaprM (r tr\ m> liiird tu ^l*sl>!^ l^ As .1 1 iiniidian-bum. niiddle- 
el.iss tdmniaker with riHsts iiithiri meciiii iiiNtitiitiuiis. HLKlge 
de StK.1 evuiM Hill help bill cenn' at ttie "issues"' her lilms 
tfeiit spi stTtuustv — |Mplk‘e racism, i\iucatiLni.il fiit ism. prisun 
rights, \alive culture — triim the outside In l.iel, il is the 
I'linelv nl tlu' subjeeis she trials, -is wi-ll as tiuiv she treats 
I hem, thnil marks her ivork .is textbook lUvriil dihLiimeniary 
| 1 ractkl^ Ie hiis histiiriCiilly been the pn^ik^e ol (whilei riiict- 
dle-cliiss tiLnmi.ikers to ereiUe I he issue til ms th.it s|.’>eak so 
lorceliilli tor the alt world ^ oppn^Msi .md thereto re define 
I he \ ery naUire ol iipprts^su ni. 

To better utiderstanJ this history and I lodge de Sili'j's 
place in it one iiiH.'d lisik no furthef ihiin one i^t the dinvtor's 
mentors, Nf-K veleran Terence Macartnev-I ilgate. A pioneer 
of the '■Candid-bye"' cinema I'ente moc’enient in f.mad.i Che 
niade till- classic /Siiii IjL'ttf in Macartney- 1 itgiite 

leent on lo direcl in l*^>H one of I he first siibsliinlive films 
Hibout blaek hislory in C iinadL^, /oid/is- Jfijy. I lodge de 

Silvii liinded ii [ob working w ith M.icartne% -bilgate as an 
iippri'iUice on the proji'Ct. An interi'ievv with Maiiirtney- 
Filgale published ;ust prior fo fpi !l/> iif bnditS'. fXiy is instnic* 
li\e for the ^nrs jus: live fnsm w hicli he views his subji'cls. 
I'laiming ii remirrkably degn-e ot dssiiiten'^L he re^vts any 
hint ot pi>lil]ca] intent in his soelally progress i\e body ol 
titni" About Haci: FrenJiiJix Ledf, w-bieh reveaksJ punishing 
liibtHLir condifioTis in tipetobiicco indu-*tn'. hi'st'ivs. 

Ai luallv I loiithe rural iireiisand larms |but] the iHii- 
pie interesled me.. IVoph^ are I he reiison I make 
films. kvausL- I Jon I like to make films piirticularly 
akiut things, ^rr ivLtrk ipii idea Eilms 

I have |.xihliCiil view-w hut thev iiould ne^er influ- 
ence iinylhing 1 did m film This Is M>mething I thmk 
anv artist has lo keepapLiri 

Thiss^ vi ere not uiuommon l ieivs aiuong l 1 cerl.,iin generation 
of \bb “^taff dinvliprs. U with^nit doubt an approach lodin:- 
iiinentaiy filmmaking to which MiKige de Silva was evpiPsed 
at the Ikiard and probably at the t IK' as ivelk an apprisich 
which diiwnplaveJ ill I ICS ami nh-as. eien in social -issue 
films, m favour ot ttieemolion.il currency oi 'jHsiple". 

I'hiTe nsre .1 number ol broad cultural and ixoni^mic re.i- 
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Mms fur I du Siam's niuvL^ into mvmI i^^u^.v dm'umun- 
tniTA' cirk^niii ihM de^-rvu rh?MT M.-njhnv, Rt'membt'rinj^ 

K‘ll biKibi' milutn th.it hLick prinfuctiun is sh.ipL'd by 

.1 in.irki't th.il white ^upremjcisl i .iEui-^ .ind t^nTitcrms, 

thf^ dwp structure Ciin.idiiin nirdi^i culture's rei^inn.^ oi 
cuntrul hecumes L'lejriT. IhiJ^e de SiH'fl wiis niTt merely 
LittT.ictLsi lii the CBC ^inj the NFB hecjuse uf her mulher's 
mviilcemeiil- iIh-m- institiiticms I. if ter shtirl ur lun^ puTitsJs ii| 
kn^vKin^f ^Kiujlly opt^ned their dmxrs Ets her. 

As reni^ tiims nl stdte jH^licyr irstitutiuus such .is the \-|-B 
.ind the LBC htiie kin^ been cuncemed ivith the ncitiiiii's 
siKiiil well-heiil^. Lun^ befure the cupildl-L Liherahsm uf 
reniTNun .ind Trudeau. Eht>U|;h certainly on the mercMsedurmj^ 
that eTa, Eht-se livii nuxha instituliuns constmcted their man- 
dates Eu include the m.i intena iice eif natiuiial biinds- 
Ackiiuwk^Jgini’ the varitsJ ethnic make-up iil the cuuntrv, 
and mure mipi>rEantly cunt full in|; any stuinil eruptions that 
mi^hl tH'cur tfEim the! variety, have lonji been a part nl the 
e\erydav vvurk of the ClKl’ anti NFB. Broadcasting and film- 
making iiere dt.^igned as stx1.ii cement, taven this, and the 
addilional impetus prt>i'td4.sJ by the intnjJuLlion of multicut- 
turalism as c^f liLial fisJeral policy in 1^71, il made sense I hat 
bLiLk voice's be encouraged within Canada's ettieal nn'^tia, 
But how 7 

h should be obvLiPUs that the siw, reMiurces and umniprt's- 
ence uf the t HC and NFH within image-cullure in Canada 
results in a breath Liking ability to cuntnd even thal ivhich 
takes place uulside their gati.'s. It is this element of control 
which is toregruundisj in the interaction K'fw'tvn ihesc* insli- 
tu tit iris and blai k k anadian film makers. Take a typical case of 
a firsi-tiirie black filmmaker staking tn make a film ab^iui 
wsme aspect ol her Lummunitv. She is much more likely to 
rtHreiie fund mg irom the Film tsr the fi\1tTal or proviii- 

nal office i>vers4eing rnutficii I turalism or some olher wing id 
stale sen, ial engiiKvnng than From the ’'arlisl-drieiti'^ tuiuling 
id the arts councils, li hich hai e histoiicaElv cimsidensJ diKu- 
mentarTp films as not art. atid all black films as more or less 
docunuiitarv- That funding in lurn determines what the 
n.'sulting him will kKik a net sound like, and, to stime degree, 
whal it will Siiy. 1 1 is I Ills inaiuigeitii nt of ^lissimh this abiliti' 
to channel blaik voiit-s of protest i>r affimialion ihrough its 
Ci^fridsirs thal has Kvii the real race-relatiiins sueci‘ss iif ilw 
National Film Board. 

There are of course many other t^ictors governing the firm 
links that have btn.'n made between black filmmaking in 
Canada arid institoEiic»ns such as the NFB and the C HC'. It is 
im|.iiprlLiMt to rememKT lhal hisUincally all C anaJian film- 
making has In' ork‘ degns.' ipr another hc'en funded bv state- 
run ageneJo. ft must alsii bv ackni>wkdged that every wlieri* 
African ptsiple have picked up miwie cameras, the impulse to 
tell the untidy ’^true" stones, stories that have been sup- 
pre^std or mLsCiinsErui.d by i>tlieirSr has btvn ime of the first 
prU>riliL‘s. 

ThiTC PS also I he question of the ck^std dtuirs id the avanl- 
garde The netw^ork ol art school and unii’CTsitv film educa- 
tion, f ilm co-ops. allernalii e exhibitii>n l eniies and art mag.!' 
/nies thal has suppprkd Canada's indeptmdent and eCfVri- 
mentdil tilm moi'ements since I he i%4Js has fievn a ntPkmous- 
ly Si'akd circuit. .An accusaliiPti sit racism would no doubt be 
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.ibhorri.‘ni: lo %mM] inshtnEKmv. but Hu- vKihli- .ind pt-r- 
u hik^ni.->s ist the shtElin]^ ptHver vhivs wilhin 
^TKPtip'^ s»vs aW thdil <inc iiLiiJ*i to. The while "jiv'^nt-^^irde'" 
hnis Skiij; under a h'I ot Asvyniptiiiii?^ eKlU evL tiide^ 

mi*>i pnlitiLLil hlnimiikinj^. ,3nd terhiinEy mo^t ptpli;tk'H.\lty‘ 
iii^Lij;ed Eiliiinuiklii^ by bUick film milkers. As Tom VWiuj^h 
lurtp.'s in A diM uM^iiPn [pl I he L'enmnitti\i dixurnenE^m . the ere 
tenj et tnnirj^P.'iipi^ »n^thi'bes — "'du nihility, dbslraetii^n, iimbi- 
indi^'kduLthsm, uniquenes^i. tnim^sl eumplexily. dex’nn- 
^injL ttd or ndi'^trihuEtd si^niliLTS, nnvelty ,ind Sk* un " ^eiier- 
,illv dti net nipplv tsp dee’ umeiitj Ties de‘SLgned In rn<>riv,ire 
MHhil ehim^e. i line theTi." he hIvLs, ''Jt> w'e tjlk liKiui iilnis 
ivliEPse- Liesthelie’s eonsisl in pi>lLtir«il iiM.'-Viihie?’’ tiixii) rtpse 
thiit ijiie^tiEpn Eep I he keeper?* evf the j\\\nt-^^irde find the 
,insieer snrelv '"We dcpti'l.'’ H4ill, nne miisl cimtinue to iisk. 
hew L'lin .1 mmemeni th,iE cl.iirn^ to ehal]ertji;e Jte’eptcd pe^r^ 
eepti4>nst>t Ehe werld iind jrE prnewd withnut fiekntiwlewl^- 
ETij^ ihnt Ihipse' ^net^pli'd pi^fL'i^pliein.s .ire .ind hjve kmf; been 
heuind til M'^ist bind r.ieist id^xpltifti^^ -is well? fk>w has ihe 
iivjiil-qarde Kvn able In ennEinue this Inn^ withEiut eh.ille-nj^^ 
EEi^ the rare and ji^eiider eoristrue'ts i^l Ihe imii^e stysteiti it 
reiexisand ^till eall itse'K an ,iv.int-ji>.irde? 

One nf Ihe unn^iticed ni^ipext?. ef the emerj^eriLe iPt hlaik 
lihnniaker^ in Can.id.i during Ehe HtUK wa^ their WiirL in 
spiUMTirid EilmmaLiti)^. These dtx-umentanes, usually made 
Inr puhlic-sen'iee nrgani Athens er j^ipvt-mment branL hes, ni-Kt 
enly provided experience and dcxent remunerattipn te the 
hlnnnakers. but tvsirked in .1 kind nf shad<m-eciini>my In Ehe 
cult put Epf IlH- I'lltn Begird, f Ind^e de S4lv.i made Heme 
{and .1 lillle-knnwn film nn pntaln farming in Prinee tidward 
Island! tor ihi' NFB, MMseff. Vp3iirseT,f fnr the Tnrentu Bniitd oi 
Fiiuealinn, and !it .'>idp;piTrf sif ihi' Hurmw Spirt f fnr the Jnhn 
I Inward biKielv. Fellnw black film pinnet^r Claire Pnetn has 
also made spnns^iad films- While HiHlg%‘de?silva's films vary 
w'ldelv in subjxxt, style and amditinns c^f prnductinrt, they dn 
each cnme with an a>;enda, a cIoat^ ntten explicit perspective 
on the people and events depicted that it wants in iransmiE tn 
ihe V lewder It is this prtspa^anda-fnr-MK'iabfh.infte methEid 
that alluv^s her in sw'ilch easily from ""indepcmdent” stiite- 
fundevl filmmaking In sppnsun'd filmmaking. It is alsti this 
methcxi ihal she inherits frnm John Griefs* pn. 

e ritiL William Cuynn rntes that “if there is one feature 
Ihal characterii^es diHumentary as institution, il is a Kisic 
dejx'ndency... it stands nutside the cirx’Uil chI finance, prcxluc- 
liEin and cnnsumptinn th.il defint^ cirtema as instituliEPn" 
(23 1 -22k IJncuEiientary^'s syslem nf exchangc^ he suggests, is 
basexi npst Eiit mnne^'-fur- pleasure, as w'ltb cnmmencal drH*ma, 
but rather nn time-fnr-educatism, cjr uplift. ThiTe is actually 
an cvoiiipmy c>f displeasure, or unpleasure, at wnrk in thecnn- 
I met m.'gEitiatisJ betvvcx'n the dixurnentary film and its view'- 
er. To Canadian audiences this w'ill seem a familiar dichotn- 
mv. It IS Grierson's "“moods of resntution'' versus 
Hollvw'iXHJi's mnndsiil rc4a;xatiEPn. 

In his classic manik'sln "A Film rolicy for Canada/' Ivvril- 
leii in a Her his pdicy had alasidy bx'en implenni'nltd. as 
w,iv ipl i^xpitfimn^ it tEP the natiimk Grierson .irticulatisJ his 
plan to ri\les;gn the Canadian film indtistry as "a public iiti li- 
ly" {37i Written in the breathlos prEisi^ characlerislic of his 
wartime propaganda films {one w^mldn't remark if he 


exclaimtsJ 'Quotas have bx'xm evc^ssied in every secinrT'), 
tirierson nil times his now infamcuis conclusiiin ihal. given 
I Uillvw^jod'^* ev|xrlist- al lea I lire filmmaking, Canada stum Id 
“sptviaii/e" in natinn-huilding diH’ument.iric^: 

In Canada today we may rupt make many tea lure 
story films, bul every year we make hundrisl*. ol 
short lilms wIiLch dcsicnbi' the lite ol the nation 
Thev pr<igressix'elv cisver thi,' v^IupIi' fie hi i*! civic 
inleresl. whal C’anaciians nei*x3 io knipw and think 
about it they are gtung ecp di^ I heir bi^vt by Canadii 
and by tbemsx-^lvc^. 

And as always Cirierson was frighteningly pn^vient in H.lcter- 
mining wai tly whal C anadians ntxsJtxi to know and think 
about: 

There are films. liH>. of Canadian achievements in 
painting and craftsmanship, of C anadian folk songs, 
ii'f ihe ci>ntribu lions of the variiius race gri'pups to 
C anadian culture The instrument by which this 
plan is hx^ing extH.‘u.ted is callixl the Nalionat Film 
l^oard. M-hT 

Already ihe bland, levelling swevpof multicultural ism was in 
place, as an rffo f of the \FH. As foyci^ Nelsxin iu>tLS* in her cri- 
tique of the (jriersiin myth, part spf the Film Fka^itd's warlinie 
Tiatit>n building (iav propiganda) concentrate^! on def Rising 
ethnic and rrgix>nal difterences in Canada This was accom- 
plished not by ignonng them, but bv surveying them bt'nign- 
tVp in films like Ptvpivs ef CuPiffdir, from the flattening pi‘irs|Hs:‘ 
five ol the while Anglo-Canadian [>ifference was acknowl- 
edgcxl at a surfat'e level, only to submit eventually to the 
higher authority of nation, par|iL,ular[y the while. Anglo- 
ruled nation. This practice^ of course, had its li-gacy in 
Mxi ItixiiEtu ra lism . 

ThrEiugh the }**hOs and 7lK individual filmmakers at ihe 
NFB may have progrt^scsi bt*yond C.rierMPn's vision ol ihe 
htxard as a eog |i>r ptThj|^w a driveshaftl in Ihe sixial machine, 
but Ihe energy ipf the organi/atii>n itself remained, and E 
believe remains hx^ay constant. 'Whx'n I lodge de Silva entenxi 
in Ehe 7tls, il still functiontxl, thiiugh in a k'ss i.linx! fashupn. as 
an instrument of stale policy. It is ihis ptdagogical im^xTative 
w'hich turns up as fhxlge de Silva's propaganda-tor-SExial- 
changc, a style w'hich, given its spngins in (ifierscnn's policits*. 
can serve independent dixumentary or spins*in'd filni x^iuah 
ly well. 

So dt> Hodge de Silv a's films pari ici pale in solid tng 
Griersxm's "mtxxJs of rest>lutisin"? Absolutely. Bul dtx-s that 
make ihem as ti^talitarian as CiEierx^n's mdhixls Epften wi^re? 
No. A distincliipn, hipwever fine, must bt‘ made belween 
residve in the service of consolidating naliEPnal unity and 
reserve in the sc^rvice of dismantling, or even questioning, an 
i^ppressiv'e status quo that may in fact stem from ihe con- 
struclion of 'natiEmal unity " This may he allowing Hodge de 
Silva's lilms more than ihey intend, bul it seems clear they 
cannot be fit easily wilhin whal Grierson meant by nation- 
huilding 

Ki^'iia Mercer's this>ri/ing around the limits oi dpxnjmen- 
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lATV rcv^lism um.^IuK in shtHldlng mEin^ im Jc- 

SiK 5^'^ ivi>rk M<.^r^vr cMk'^nri/t«» thv diicuTrn:ntiir%' nvs- 

lIu'Eif AS l^nir himic ^ Mlui?s: ''triinspjrencvH immt'di- 

iiulhonty. Jiul .iiJthL‘nEicily“ V%'hLMi jrliail.itL'd irom a 
blLitk tilm m.idL- v\ilh Vdilui^ is mtvinl ti% 

"■^orrwC^ TAiisi <uid j^lfrf^itypkiil ”IE rt^rdiTS prL‘st^nE 

Ehiit liVhu'h is iibsfTiE in ihf donririL^nt distourstv'' Howuvlt, 
ihi* '^r.itv-rt.'i.itiii'ns rLarrali^ e/' a s^ysti m thjl CAn bi* i^n^dj^Lsi 
bv fit hir di Ptis im^n Ia rv i\t J r^i mA t ic ri-i] ist f i Immiikf rs, is \ilti - 
matdy dvAii fni.k 

VVittun Elu^ ils tiiirriitivi^ piitti^tns, blnifLs tfrnj 

ttf br Jvpu'Ks.1 f i(htT AS Ihf snurct^ and Cfliist' nf 
SiKiiil pn>blfnis — thrfjl-pninj^ to disnipl \hc stKkil 
i-quitlbrium — or iis ihi* ptissive hfjrfrs tit siwi-d 
prsibSi-rTis — vicEirniM-d in(i> rtn^st-riddfpi submis- 
sinn OT dfpfndt’nc> In eithi.T casv, such sEories 
entHHjf vt'niiuns oi rejlily thji Clln^im 1 the idi^iliP^i- 

i\\] pr^Vfpt \hAt ' rAiX" E.Mristitu(t> A "pmbJfiti'^ pcT 
st‘. H-M 

This IS A triip intti iiYhith dc Siivj's "rjce" tilms idH 

quilf ctfLinly, ib^ui^li thr stiiry dtH'sn'l md llu-nv By n.iturt-iit 


hfr Irani in^ and Lnstitutkiitai h 4 ,^r tiKput fHs>pli- nt 
cnknir wvn* in a wav b<nind to bv racv-rLTati 4 .>ns t^f kirts Hnan 
VVinslon, E^utlininjj^ what hf calls 'ihL' v ictim l radii nm"' in d^c- 
umfnlary praclitv, finds its rtMjts in a a>mbiiialiiin o\ Knbt-rt 
FTabefty's rismanlic siyk* and privik'sins of Ihc injividxial 
and GritTSiin's "stMrial a>ncfrn and pn^paj^anda ' < 272 ). But 
Flisd^f df I^Llva's iiims display a kind cil trissnn in ihis area, 
an iiscillatit^n bn-ti^i.'en thr hierarchy oi filnitnakcr t>i'er sub- 
pjvt o[ I hi- vichTFi-TniKJeL and a mn^ ement tmvanis thesubjtxln 
a rm^vemcnl aclually towards idcntificatii^n lhal pushes it 
bi VLind lhal pallvrii. I'arlicularly in / ihi-re is the 

K^ginnini^ of a new Mairk subject! lity that surpasHs^ the race 
relatmns ntition ot black as source or viehm oi priiblems 
Tnie, the prEibtems are most delinitely there, but the irahs.ti'- 
rv nt iIh- lilm is ntit aufy onv ot eUitmhiKid and pnpbli-ni-cTi'* 
at inn 

That surplus efttil in /hp^rPE- livhtf^ may stem tn^m what 
julta Lesii^e, niie ot disTjmenlarv realism's di fenders, jxiinis 
nut are Ihe different ways in which the kirm can be us^d bv 
membt^rs i>t a mar|;inali/ed j;rt>up: 

Realisl tern mist dtH umentarit^ represa-nt a use oi. 
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yt‘l ^ht^l iHh the .iL^hetics of ciTiema vcnt^, due to 
iha- leminisl lilinm.ikors' close idenlitic^tuifi wilK 
thoir sub^rts, pdfticipAtion rn thv wijtmnn ^ move* 
mvn\, .ind of \he film^' intended effect- 24t> 

It m.iy be ihi^ k-otJEive LLJeinitLtieLitk>n vvilh its subjects, vvhiLh, 
^iven the additions ol produLiiciin ier the film .md tlLMi^e de 
Sihfi's own very diHerent hjsion, must no! be dO edsy one, 
ihkHl ^ives the film il> ptswer l.es.ige Idler m>tes thdl: 

]f m^ny temintst tilmmdki-rs Uaw deliKtdtety 
d Irddiliond] “realist^ diKumentdry structure, it is 
btHTdus*.* they see mLikin^ these films ds .in urj^ent 
public dL'i .inJ wish toenler the 1 6mm circuil ot i.'du^ 
cdtioHuiI tilrtiH, t>pt‘^ idlly tKr\n3^;h tibrdrii>, sclwHsls, 
churches, unions And YWCA;;, to bnn^ d feminist 
jiidlysis io mAny u oinen it mi)>hl istherwisc* ne\ er 
redch. 22^ 

Toni W.iugh iiSso stresses the importdnce of .ludience to the 
success dnd iiidcisJ the construcliim Eif ihv* '“Ciimniitletl dtx ii- 
mentAry"'. even ^iefiiiinj^ thdt ferm As ' films rOdde by dctivists 
speaking; to s|.x'cific publics li> brin^ .ibmit specific pi^liticdl 
^odls“ C\iiil. Ir flud^e de Silva is indeisJ speAkiny; ti^ specific 
publics to di tarn spivitic |Hilitic.i[ j^isils in Hmtii'- ftvhnji. .Vlyst-ff 
ViFicrscff And olher films, then I here is stsme furthiT potential 
for the films. Thosi^ publics, const itutc^d at their bnv,idest as 
people iit colciur living in C. aitada. subjtH.’ts construcltsj within 
rdcistn. stAnd outside of fdlst', p+'Wer-etfACinj; notions of d 
'’penerdi .ludience'' under which the \l-h is usiidlly com- 
pelkd tci opcTAle. 

However^ it is im|^»rtant to rememN^r lh.it in notinjn Ihe 
onjxirtAnct^ ot Ihe ri'.ilist style in bldck Cdndi,lidii filmmakin);, 
L^nd e%vn in rehdbihlAtin^ a corner ot it as acceptable under 
cert Ain condilioiis. we CAJinot limit ourst^h'es to a \ ersion Eif 
I.^.'Sii^e's strati-jT^ n,-.ilihni. Hial implies a khiiictv siTifiethinj; 

that, jj,iven dll thal s Kvn inillinwl dbi>ve^ black filmm.ikers 
have );ener Ally m>t had. The institu lions wilhin which Ht>d|ve 
de SiivA and i>thers made til ms brisokisJ tu> other style but 
realist- TIh^^ tilmniakers ivere imt ^whskiSisi in various styles 
ot avAnl-^arde or hybrid documenLiry. never having:; been 
w'elcome in the art schoi^ls or critical Hiumals where it was 
laki^ti Itrr ^rantisJ. So bv tlu^ tinie they %% ere making films they 
w'ere able lo r.itlonAli>^e the "Ironlity”' ot such methinis for 
dealing wnth black subpecis, bc'cause — tt> relurn lo lj?sjge — 
pKililicai urgency meant realism, but not as a choice, as an 
almiwl iraiispafLiit f.icl i>t 

bin if ihe choice tsl realiism w%is transparent, how' set‘- 
th rough Is the metluni itself as I UsJge de Siha practiced it? 
C>ii the surface, Uimw / cchiry* and hi .'>n/:p;Nirf of 

fAu* ffiopijoi bpjrr^ artieul^le An cvpiieilly IiNtaI agenda where 
the |[usl and the iniust arecksirly drawn categories, and empa- 
thy and underslanding hold Ihe ^’siwer li> stilve most prob- 
lems. 1‘iirnia] I v, t tie 1 1 Im s appu^ar sea mlt^^s! y c( instructed , ha rd 
to In-iok K^hind I'hough I k^lgede Silva's "pc^rsonality" can be 
found m what sht* chose to make films about, ihe films them- 
sc‘lv4,-s risisl thi- M:'a n h lor a su bk'Ci i' e i uice^ a jH^rsonal yHnnt 
of view', t>t course, given the instil iitiiiria I origins of m^ist of 
her xvork, nolions of aulhor'^hip must lake a different lack. 


Hodge de Silva never worked in an indept^ndenf film milieu 
I hat permittcsi (or required) reconstructing one's psyche .is 
the p^pint of art icut.it ion within the film teio. This apparent 
absence iif .1 psychoksgical centre reinforce^ the films' trans- 
parency. 

I kvwei er, I kxJge de SiK a interpreted the grammar of diK- 
umeiilary realism and the limits of sponsorLS.1 lilms in a way 
thill I w'ould argue is distinct, t^ven pers4inal- Her films' mside 
of address is in fad not transp,irentr I hough whit makes them 
particular to her is often so subtle, so slight, that one is 
irnpri-ssAsJ rnort^ by the implications than the dtrcs:t effect. Hvr 
example, hith Hiir’jd. Sp/rff fire Miidc and .Siijipiirj iff ffte 
/fjiiPfiTpp 5pjrjf include establishing shots of C.in.id]an city 
streets (Vanvouver and Tori>nto} that are immediately 
remarkable (at leas! to me) for ilu'ir racial mot. Black, brow^ii, 
.Hid yellow faces are prominent in Hodge de Silva's “ran- 
dom" stfe'et shots — ni>l absent and not carefully chosen 
tokens, hut prominent. TTh'v possi.'ss the same value ivithin 
the frame as while fact^, iivhich (again, tt» met is m^ich more 
represtmtative ^>1 the av erage 'R^ronto streetcomer than most 
olher images we sev of contemporary Canadian cilies. kesrent 
Canadian film (not to mention television cEpmmericals and 
public aflairs broadcastingl generally consiruci the urban 
public sphere as .1 uniform w^hitespace. To say ni>thing of ihe 
far*rcaching etfvcts this diiminant image^tiiaking has, it is 
clear that thc^sc^ '‘random" shots .ire never random at all, bul 
ihe prchducls of ihe individual histont's of ihe pcx>ple who 
traintd tfiem. It should come as no surprise that a white mid- 
dlv-dass knirnalist and camenipcTsipn assigntd to do *'man- 
in-the-street ' interMews wilt sekH.t prtHlominaiilly w'hite mid- 
dle class (and maleS subk-XTls. I he w*^eight ot ignorance, preju- 
dice and lear determine whom thev choipsi,^ Iep apprisich. In 
addition, the priducer and txHtor back at Ihe slodio further 
wunnow and refine this “chance" reprt'semtation ot the ^xppu- 
lation. SimilarlVr a documentary diris.'to>r. cinemalographi^r 
and txlilor share R^^Tijnsibihty U*r construe! mg thv views tif 
public space I hat take the form of "casual'' establishing shots, 
I hnlge de ^jilva's films use this ttHvI ot realist style as one 
avi^riue fEPt inler^^ plating alternate content. It is elemenls like 
thesc^ that suggest in I knlge de Silva's wt>rk .1 nascent cri- 
tique, the beginnings of a restnjctunng of the build mg bUxks 
ot diHiument.iry realism that might have develo^H-d into a 
much mon.^ fortx^fwl ptplilical voiiv. 

Hopppr Tccfuig: Sfriiygk' fspr tr Cuwjpu unify is the mivsl fully 
realized of Hedge de Silva s films, bolh in terms ol ils succes.s 
as a tibi^ral. realist dtxumentaryr and in terms ol its subtle 
adumbrations to thnit genre. C Epmpared U* similar black 
British documentaries .ibi>ut police-black ce^mm unity rela' 
tiems (Milton Bryan's The .Acceioif or Menelik 

Shaba /z's B/iPiiif Ah tai K 101 , te?r example^ there is verv lit He 
disrixt cnliqiieof the piplice in Heme To'/op^. At Us most ptnnf- 
ed, the narration track notc^ lh. 1 l "As part of their riputiiie 
pa I rol, jHilu'e walk Ihe cx^rrideus ot Ontario Hipusing budd- 
ings |ust as they do the public's sidew^alks," This is as angry 
as the film's o\ert voice gels. Nor are image's ot denionstra- 
tions, riePts, knitingor ixplice K'atings pn-sented as i^x idenceot 
crisis, again unlike the British w=ork. instead, Heipn- fcrfrppg 
prefers lo indict police officers and adniiinistraticm with a 
strategic use' of I heir own words, and It^ counler racist image- 
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the Kensinj;teti P.ittv Ttif pi^iut niLiJe. bill never 

•Hfris.st\l. All ef Ihi^ is 0111 ihM the bl.itk vybu-ets in 

Mi^ffpc ferhrrv never remniin M I he level et svmbi'S*! stiind- 
in^ ier either vii tiinheiid etr resKhinee I knlge de Sil\ m 1 ^ 
CLireUil le I Ik it Ami inrlisdi^ ni^itentil UiJl repFi-M-nls I he ei>ii 
t r.idiel lens ,! put tuW vi'nifilexuv et the livt^^he i he^- tei film. 

In .ittemplin^: le snu.ite fhitlj^e de Sik w ivitliin ti nnniKT 
et ii\TV dittteitl! ei f eu fcn'^tiiiiii.'es et prisleetien jnd rtwptien, 
il's mifHtrt.iFit te n.'^nieiTiKT her theij|*h sni.itl. were 

highlv ^iy;niht%^rit I kHij:^e de StK.n wa** ru>E .111 Lnde|H'iik1e‘r‘il 
tilnim.iker in ,inv M^nse^ el (he ti-rni jteix w.is m tiUl a drjvin- 
den! einemLi:. with fusirlx- 4'Ver%' tilm she miide dr^r'i'ltu ^ev- 
erned hv thi' TTiiFnev th^iE hmdevi lE In a Wiiv xhe tel lews jii a 
Enii,htien e( nev%- wH^rid bla^rk iirtists whe. .11 the et ^ 

mevi'ineiiil, lind lhenise3^‘es under the wjiij^ et while titxT^il 
pLitrenSv -ind S4>tn(,‘timi*s empliiv vert^iin whiEv llKT^ll ftirni-s 
An\i e4>FHems, but whest' werk still reMitls m Mi-niethin^ e\tr-i. 
semelhin^; bt*Vi>nd Ehe i-xEern^d Jerei-s Ihtit shLi|Hil it Tins is 
the hi'SEer^' tit ihe Ikirlem Ketidiissnu e. ^md lE ninv bi* (he ilt*s- 
tiny el d5nv bJakk kulEur.iJ meverrienE eriMkHt iviEhin a white 
^y!ii% iT streelnre. 

I k>we^'er |udj;ts.i b^ the ■hE jnddirds tit wliiil t rilit s tnll Ihe 
eeinnntUxf diH’iiniejrtJr^-. Ktitl^e de Sh'^i et^rntw up Eiieking. 
Tern VV.wij^h lists the elernt^nts i,ii| ih.it j;enre lIS I> idtsile^iai] 
prineiple, '^a tk-H;l.ir.ilieii nl s<shd,inry wilh ihe psil ei rcidiiMl 
stH-iiv^^tlilic.il ErHnistermLVtiLHi/' 21 “'tielivisin, er tnter\ enlitin 
ill ihe priK’e^s Lhl i'h.iin^e ilst-Er," and a "siib^sjl-eenErtsi” 
pr-iehte that tii]lv inveh i.w Ihe pvsipte in these- siru^^ 

^les. All eS tlH^‘ elements are eptm in much debiile. btil li>r 
ihe purpesi-s et Mn-d^e de Sik'^Ts w’t^rk. the List eali'j^tirv 
pri»vt“s tiUksE iiilrrt^Ein^. SjHMkin^ dirtvlly Eti ihe lilm pF.iclice 
et tx nib's hke Ihe \ FH. British mtic hm Hues neles th.iE 


making by Lensti luting ihe ^xdiLt — ralher Ihan black Vinilb 
— as an iinspt4en. everpreM-nl IhriMl ihrinigluiul 

The Him begins wilh stmnd rather Ehan image As the 
\atienat 1-1 1 m Ikxird lege eccupiis the stn-t-tx a ixiliee radie 
crack en the M>iiiid track I this ^j\iti];XTsilien rnai' Him eut le 
be I liKigede Silva's mest suhver^we acH The tiFst actUnd shi>t 
el the tilm is et A pihce eni iser palmlhng the jane l ineh 
iHnghbnrh^nnj I he seund et ihe jielice radie i'entimK«>. sixm 
compleTneiiltsi bv reggae nuisie. In firsl lew^ memenls 

the tilm i-stablishc's its twii pnmarN' lex Inal deni a ins - the 
|Hilite Ami Ihe Wesl Indian cenimnnilyv inid brings an rmfxir- 
lant extra-textual demam lnl4^ play - the Nf K, a^- ri pn^^nhxl 
by ils bKid\ -lA'e Inge. The eiilv t4'rtu^iit cemmen te iheni- thnx" 
Helds, as sinimT tn imiige, i>r befch. is ihe pel ice. Ihe tilin 
mairtt.iins this insistence en p^ilice eni in presence thnnigh 
censlanl shisls lA pshcecars and i>tEicers p.ttriilling the area 
Se while the film maki^ ne explidi slaiernents against the 
MelrepTlilan Temntti IVlice terce, its tone is mntn^lakHibk’ 
eneugh Ihnil a film cataiegue pnxiuccxl by the X\H ter sc hi nil 
teachers can s,iv 

The tesicher mav ivjsh m supplemeni the dinli-|XTlice 
malertal in ihe film ti ilh niuFt* aiiaivtical article's en 
hn^w pel ice think and werk, and heiv minLirilv 
Vimths relate te jH>verly. xmemplevment and dis- 
cn mi na In m I-Vktu s en Ca Hnida , H7. 

On its release', the tilm etu iFUnEeri.xl ny^j-n fuistility trem the 
T4>riinl4F |xilb i‘, w h+T made etterls te blink its public stTixnnng 
and bmadcast 

Midway threugh fceHFj_y. ime el ihe w^enten in a 

ceinmuiiitv diMussien grtinp miles that the |XFlice pri'^-nce in 
Ihe area "ha^ a \erx startling j>syeheEegicat elf ml en vsni.'" 
This is a clue hi Heeic second stFategv. In addilien hi 

cdnslmcting ihe piliceas silent threat. Ehe him al-ai censinicts 
black character*, as subjc’cls with psyche legy Threiigh the 
wav thi- intervunvs were cenduclc'd and txiilt'd, ihesi^ Faiu^* 
F-imh ri'^idi'nEs are allurdt'd a ^isyehnlegieal tximplejet\ that 
gees K'vend treutling ihe black subfext as an iinindi\'iduaEcxJ 
vtclint uf.'respniJent hi eppressien This takes the cintnc 
term, in ene cas4\ uE tel Id wing a la id -eft bricklaver's assislanl 
whe wMnts Id be an interior dix'orator as he looks Eor assis- 
tance at an einplovment oEhce. 

In andlN-r instaneeH w e stv an unemployed waitn-ss sisiri, h 
Irtnllessly tor ^lork, and hear her s^xak ol hoiv much she 
misstxl her children before tliev cann- up from Ihe West Indies 
lo |otn lic-r Again Hodge de Silva takes (he scene bevond one 
ot aiuinyrnoiis victim hixxi by including the woman's confc^- 
sien ef deprt'ssion a Her her children arrivixi and hardly knew 
her, and her '^ub^H:'k|uent tri'atment m group iherapv This 
small moment i'vpi]ori«s pTsvcholiogical viilnerabilily a*- a px’f- 
spinal reaction loix-dnomic and sixiat eonditions in a wav that 
Kith race relahoiis diM urnriitafit's and Wi^t Indian comniiinb 
tiiNare tisiially unw illing to do, The iv.iilress's irarrative wilh- 
in the Eilm also marks Ihe subtle Integra lion ot a black nalion- 
alist agenda wilhin a liK'ral one. She mo\ from unemplov- 
meiih lo re^vtioii bv while corpirale busjiit'Ss (MclAonald'*. 
and Hurger Kingk te reiextion by a w'hiEexiwntxl small busi- 
ness. and finally lo enipknvment in a hlackxiwmxj business, 


in-^EitiitfednaliscxI "'race relattiiiis" has a ntarginalising 
etlix I strLK Eurallv and tends to reinEorce rather lhan 
arnelior,iie the ■■iitheriuws"' oi the subject which 
decumentarv realism hi si ori rally and reprc«,enla- 
tioiiallv emKidii's 2^ 

It's ironic that Hijicigi' de SiIvlIh a CantidiatvI.H^rt'i black film- 
maker, chose* to toe us the only tilm matle specilicali\’ 
aKnil black |Xxiple on iVc'if ^FrdraFF-hofn blacks, is- bill' Claire 
!^rieli>. a UT'st- Indian bnrTi black him maker, has made filn^s 
predonunanEly aKuil istabhshixi black C an. id tan ci>mmuni- 
lies ft rincs is cii-rrixt. ihis is a dinx't fiuii tion of (he realisl 
ddcumeiilarv genre, vi hitii neit‘*.sarili' cons(rucl^ it-' siibnx‘( 
as Ollier. Hut .is mi,'ntioiHx1 .iKwx^. HeFFpc deiTii>nslralk^ 

a tentative moi ing toward the tilm's sub^xls that pr+^i-ldi^^s a 
surpilus-eEfec t bevtuid thi' f il mmaker-sel E /sub)ecl-other 
dviiaitiic Cditinion to coni entionid realist itsxumenlaric^. 

Moving Eriim the films' relationship to their subg-cls, J 
w'lint lo conclude h\ addrissing hoW‘ Hisige dr Si Eva s films 
mierad with Ihrir audience. Tii whom lio fhest* Idms sjx^ak, 
and hinv^ In line with the w-orkings eif realisl, stic Lab issue 
divumentary. most ot Ikxfge de Si ha's work eoiisttUL-ls an 
id ea I a ud ii^iici' I hat is s y m hii ic to t he 1 1 tm \ subkxi but m it 
direLllv involved — tiK-ral outsiders refkx'live ol the lilnv 
maker's ow n relation to ihe material. Again willuiul claiining 
Etxi much for iheir pxnvers ol subversion. I would siiggtst thai 
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Yiuifsc'^/ Hind iJi^ppic iivhtis; prdhk-mjli/t* ihM uniEiL'd 
idi'di iiudu'tiiv s< Piti4,^U' III) I . TKiPki^li thirM.- liim^ hiImp um: 
rjili/:cd, ''transpart'nt" tudi'v cint'itiHitn. ihI nind 
Lippt‘jl> lo ^a>mnu>n st^nst''" nntH>ns oi infiisliiv, Kuh Jllcnp! 
li> s^vjk hi itylsidi T Hand in.HidtT ^iraiiilLini'^kii'i^Ly 1 he t> 

idi YLfitr^if priividi' ^trnn^ lij^uri'S idem iELhI thin Jtir 

viewers w'hu hi^ie h^id ex^HTicTiei'H tft r^vism -it tht^ 

!i.ime lime h3s they sljvnd lIS uh^its tnr symp.ithy h*v thnsc^ 
whip hjvrn'i. And Js irullintsJ nitHH-e, /lium- fi'din^ CMiiliiLn^ 
und ITS tided bun ^i^Eiiiie<,im taifs-sii^'e^ {ll'ir h 1 it stiTryi 

thisse ivilh I he hisUiry hi rtsu! (hem 

Al this jxunt It ht'ei.pme> nnfxirt.int nnl tia hiIUiw ,1 di^^ns- 
^iun Ep( llu~ jlti-niLdd'i^ rLMdLn^,s lhL>t^ dims niiiy eiWbiufL^^e in 
Viiiiiius iiudiene^^ di.‘>^eniT4(e inhi thi" ppsdmj; iil ;i natmelith- 
le hliiek aiidivTiee Gi^^ihle nf unidinnly kkxipheriTij^ I kul^e de 
Sih'.i's si\Tet eiades. rHirtieuLirlv in Candid l 1 iind nther ' new 
Wiirld" siu-s id bLciek ^’HtpuIjiHms (ihey^h ni>l exLlysively), 
theeniivept iit 4 hhn'k eimimundv unilisi in a eiPi'iinieai t^ulilut:- 
hiI tviek Inn'll Hii 4iKi ivurld^ iei^ i?» am^xissible te iniitntain As 
Sruiirf fill 1 1 wnh^H one mu^t iidmtt 

ttii" riXii^niliiin id the i-a^lnuTditiiirv dn'ersitv el sub- 
jeelive pusdinnSp s^KSnd evperaentfs ^md euSturiil 
identities isdiKh eumpiase^ (he ciitt^j^ury bliiek , ihiit 
is. the rLHLOgniliun ihiit bliifek is t^sentiiilly a peJiit- 
C4lly iind i'ulturjlle ennstrueted e-ih^^iirv. whieh 
eannut j^TUund^s.J m a vt tixi\l irans-tultianil ur 
tTiinscendentiil raeul eiite^iini'Si, And h hieh iht^mlere 
hii'* lie j;u*iriimee‘s in \ 4 ture. 2b 

In the realm el him term, dillemnees in “euJtnr.d eapital" -dsti 
determine hew a 'hlaek'' audieiKe w ill K' CiinslrkKti.'d. Thest^ 
LsJueaU\1 tu assimilale Hind enjey tSiKumentafy reatisl eintmia 
veil] read I er ^feiPPi* ^^n'Jfpny tiir diileretitlv thati 

Jhns4’ i.SLhKati\i te luild this style in hi^h suspieien. er vwn 
derisiun * 

iytu' Lilt! iinJy s^xiuliite aKml (he lilms Jenmler t liKi^^i- de 
Sihii rm^ht h*ue made. dliU' plaiinisi prejts’t veas a lea lure 
him calk\i Ni> i ri stal Stair.} X^'hat enin pretilahly iieeiini" 
p] is he'd is a mere thereuj;h eensideridien el the til ms slie did 

1. En talkin>^ abeut fMt terns el t ieiver ri^^’sniH' and is-Seidili- 
catien. il is im^'sirtant le kivp in mind VV 'illiam Ciuy nil's su^- 
);eslit>ii thdil the s^xxtater tvpieally takiw m a dtxumetitLiry 
tilm Lri a maiimT very dilli-rent item a tidirtativi' ti^tien, ivitli 
ditferent psyehie prew^s^^s at werk. [XKiiinentarv. he pm- 
pi>st^, isiin une le^i el '"Hix ineiriHUie^: 

Thi.‘ eineniidii.' -apparatiis hv its \-ef\" i'eriti_^iiriitleii 
tihe darkened theatre, the larger (han lile imnijir. 
I’te.l lenders l 1 premis 4 =' oi libldinal pleasure thnd the 
'^^Hs.tater here is lts.t te retL 1 M^ the d(H.Tamentani‘ tilm 
is an eh(ts t iEliappfepriali' tedi“sirr. 22 ^ 

IXKiimenlarv ri\|iiirt”i a higher di.^rtv ipI vigilanee 
frem the speLtaler than dees the Ik lien tilm 
1 liriiu>;h Lis apfxaretit relatieii te the reality et setial 
existence, it invtikisi the detense niixhantsms et tfie 
ej^vi and calls en the epiTatiens el wakin^^ theiight. 
eentrelks.1 reaseninj^ and iiid^ement 222-23 


euinplele, a censideratnin that moves bey end mert‘ jtiy I hat 
they exist at all. Mereever, I ledge de Silva di’seix'es^ le be res- 
euixS trepn theM*^ ivtHi iviiuld Hithelv k'elehrate the "truth'*' and 
“aiithentialy ' el her tilms arkl leave nnhiui ht'd any evtimina- 
tieti et hew they aetiially werk Tihi etten black artists are 
taken lor mere rtverders iif the experience of 'iheir people,'" 
w ith no jxpwiT or Hibiiity te slia^x^ es^xTsetiee within the tan- 
gnage et their clxist'n mcxhiim The dnt'ma iil duty has term 
as w ell as centent. ^Vecan enly understand it by explenng iht' 
Cinnplexllieset Ixpth. 
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Embodied Knowledge 
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"Documentary^^ suggests full ness *iiid completiun, knt>vv ledge 
and fact, explanations of the st^cial world and its mot L\'a ting 
mechanisms. Mtire recently^ thought documentary has come to 
suggest incompleteness and uncertainty^ recoil ectUm and impression, 
images of persou*il worlds and their subjective construction. 


l>.KijmeiU.iry its ^md Ie^ Jhum. 

Thoy HeIW 111 iUi with priphii^m?* in the repn^^ntatiun 
tif peupli" imd the ivi/prlUfi thev" iiih^ihit. 

Ik pdTticuljr, I he tf(niblc5 e\ph>rt\J here rev'tilve iinrunJ 
^pevitieily And ecirptirwilily. ITieM- ivms idenlify a rmIir oi 
embtidied Ltumk^ige .ind ^sttJ^teii iieliviBy. Thev imply Jin 
oppi»>iEiEPrk tu still pre\'.i]eitl diK-umenttiry trjidition tLiviirm^ 
diM'rnKKiuil knt^u ksjjri. ^nd itirii-nikiE iieliviEv, The injleria]. 
tiitujred ^MirmtiEiri ut I he txidy oi the sivud deter th n.'emiieLi^ 
suhlinwiled, repressed iir iiiiiCdrded by ndiri-tlive .ind 
myEhi>^VHHie iigentiesi. MLsterv — ^ennbijJii%JrC(irpH>reiil hisEi^ry* 
— is dt ^.idds vvLlh 11,1 rm live jrid niylh JH^me diKumi'khmes 
have bL'j^uEi ie insist Ein Ehis. Ironicdllyr t>ne devitv tor stress- 
this pn jptisUien is eUi Ehe teehniqiiLS of fkittm, mere Ee 
Ji’hiei e a sens*' ot siEin4iti\J suhttvtivity than hi Er.insti^rtn the 
histeric.il person into a narrative chjraeter or mvthic 
pers4iiia. I 

We may ihink of dEKVkment.iry as a syslem t>i reprtsk^inEa- 
tinn It shaixsa kinship is'ith Ehiweothernen-fiErtiEjikdl syslems 
Ehat together make up n^hal we may call Ehe discourses ef 
sobriety . Ik enemies, ^sipntit.^, Ii>reif;n tMltE.'y, i\Jueation. reli- 
pitn, weitare— ihi’sc^ systems assume their diseeursrsi have 
instrumental power; they ean and shtudd filter the world 
itselt, they can t^feeE aetioti and entail ttinstsj[uen(.\*s, Sueh dis- 
course' has an air ot sobriety since* it is sc'ldtim receptive to 
‘‘make-believe'’ characters, events or enlire WEirlds (unless 
they si*rve as pragmalically usc'tnl simulations Eit the "rtsil" 
one). niscMurses oE scihrietv are sobenng Kvause thev re^aril 
I heir relatiEin Eep the real as direct, immediate, transp^irent. 
Through them pinver everts itsi-lt. ThRm>;h them, thinj^s are 
miide tpp happtm I h,ev are Ihe i chicies ppE dEimmatioti aiiLl 
CtJTisciencej pEPVver an^,! knoivlcdj^e, desire and w'itt. SEPme 
rwrent docunientarv has bcip^iin tu ,.|ii4,'sti£pn the value of sibri- 
t*ty. 

Can any kwer tilm alspp be a IHatonist? tXK'umeiitariiw 
are. aE t>ne niiid the same time^ less lipvcvl, b^' maniv, Ehusn tk- 
iion (thev all tipo oftm parade their ti\iious alliance with the 
other diseoursi>s of sobriety) and k*ss ri's^xvtcsJ. bv many, 
than other discourses of s^ihriety (thi-v ChUI ne^ er i*sca|v their 
imaj[;istiL status: they amount tip Mjunds and ima)^isi, shadow- 
pby. or rtpR'si^mtations of Ehat which we si-em to bt* able u* 
addn,^s by other means more directly). Heprc^sc'iuatioii is at 
the heart of this dilemma To present a realistic likeness of 
something is tip be self-i*f facing so Ifuu the liki^i'ss comes to 
the EiPfe. Ti> stand tor someipne or vmielhin^ else' is to bt* selE- 
asserti\ e s^i ituU an issue or coni cm comis, to Iht* fore t hese 
are I wo simultaiietius acts ot d^Kumenfarv repres**ntatiEm 
There is a tendency to distrust imnii^es as a form Eif poliiical 
repn-senfation while o\‘er-valuinj^ ima^t-s as a form of \'isual 
reprc'st'ntaEion. iJEK’umentary may be a sliji'htlv discreiiited 
Hiembc*r ol the stpluriely club; its fxpwxr to affevt others sivms 
toarisi,* trEPm an unfair advantage, or handicaps it s^vaks a 
different lanj^uage fnpm the lo«o-cenlric ones of its cousitis, 
near and lar. 

t. Stv my '“HislEPry, Myth and Narrative m L?ocumenlarv 
Film," f dm OunnirrJv 41, lui 1 (Fall m7)\ 4-211 tiir a more cohr 
pli-te discussion ol lhi*M- Ihrtv terms and their interrelation- 
ship 


The act of reprcs>entaEion no lon)*er stems as clear cut as il 
once did. RL'prL-sentiition is a thn.*e fipid aefivity: the n-nderinp 
of likenesst-s; the nf;ht to stand for another ^H*rsoii or f^roup, 
as in parliamentary ri'presi.'ntation; and the pnKessof makinj^ 
a case', as in a leg.il rt prc's^mlation oi the fads. Tht* issues of 
spcs:ifici ty and corporealil>' focus the fensions within this 
thrtv-part definitiEPn of represi iitatiEm lmagt*s aiv^ alw avs of 
conLTeti.% material things reciirded at s^xicilic moments in 
time, hut they E.pften scTve to point Eim^ard more general truths 
or issues. To w hat ei^lenl can tht^ particular serve as ilhistra- 
titm tor the general? To wiMt extent is the general a misunder- 
standing of the nature spf the particular, the concrele. the 
everyday and what this means for historically located irdi- 
l iduals? Tlu- hndy is a piirtiLUlarly acule reminder of speci- 
fieily and the body ol the filmmaker even more w Where 
diK*s Ehe filmmaker stand and hiiw di,i thev represent their 
stance? lb w^hal extent should they ijuestion their right to 
represent the perceptions and concerns of iSthers? they 
represent their iiw'n knowledge as siluati.'d EPr i.imn-iscient? 
VVIi*rt are I he constxjuences of these el’niia's? 

Fhstorieal reality is under siege. Imperfect utsppias and 
diversi' affinities pro|TPose Ihenis4*lves as alternatives to the 
i>rdered lives const riii tid by the master ruiiratives of Platonic 
reas4vn. (. hrislian sab a lion, capitalist progrt*ss and Marxist 
revoluliipn. I low do we let! what kippt*red in the past if w^e 
dti nist have the familiar trami’W'ork oi the logic of problem 
solving, the tht'tplogy of damnation and redemptiEni:, the 
nomit's id progress, or the ptilitit-s of nn't^lution to guide us? 
flow dpi we repriL*seiil meaning to depict, to speak for, and 
to argue aK>ul what is mi tkinger present — under these* ct>n- 
ditiEirs? And, as a c^iroJIarv', how Jpp we reprt*senl indix'idUills 
who mav md represt'iit the truth hut only a p.irtiat, subjecti%^e 
view of it? 

One well know n ,3nswtT that is still dominant but open to 
i3Ui*sli4m IS lo use archival iilm fEHitage and the ti-stimony of 
ex^n-rt*- or witni*ssos. Fepp tilm makers this choici* n-rntned iht* 
need hir rt*t*naclnu nls with their emharrashtiig failures of 
authenlicitv. Kis-nactments risk implying grvMler truth -\alue 
fsir thi' tiXFOtfaf o’ent than it di'se^rves when il is merely an 
imitation or c<ipy ot what has alrenidy hap^H-nixJ iince and for 
all Hut the mailer of authenticity is uepI sti easilv settled. In 
what w'avs is a retmactment k*ss authentic than hearing w-hat 
Minus pne says aKiut an event that has long since happened 
w hile we sci* "aulhentSi nirchival imagi-s of the event itsc*lf? 
TkH's this strategy not Ciinfer grisiter truth-^afue eui the spo- 
ken wpsrd than il ^k'’stirvt*s? Is the spsiken w’ord niit a iv 'enact- 
ment in Its piwn right, an Interpretation aided hv hindsight 
and tbeiIr ated hv an irnplicit point of view shaped over lime? 
rt*siimonv ami commentary giiv-s priority less to what hap^ 
pi^iuxl then in ,sny purest*nNL- than lo what we now think hap- 
an^i what this might mean tor us. 

One small crack in this assumption of the ’"authi^ntinty” of 
archival images iH-curs w'ith the use of fictiEinal fiKilage to 
rivipnNtn.icl the imprt-ssion of a past. SomeliTTu*s this kxitage Ls 
usp.xi for ironik' elkvt as m The .VFitfiiEj of ii fj:’ycpp£/ I about the 
making ot t^rtupi' Wpflj ffic tVipid) where clips of V^ivian Leigh's 
JH*^lotTn^^^ce in ficlion til ms serve hi illustrate events from her 
actual life or m I he opening tti Royer iJUjf Mp' w'herc clips of 
I lollvwiHid genre tdms evoke the ''realftit's'' of boyhiHkJ tan- 
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Lisii.'s Lind iikMlis^. Ill tkliim 

Him liHUti^t^ rcvursf^ iht' rale tif dinu- 
ruenMfV Hlit^ U>cHLiji^e in lk"tit>n: 

InstLMd ol^ ^ 4 ivin^ ti ^rt^^iter sense 
hisbinc.il hHiialy bi im.i?4iruiry e^ enis, 
ibe liurtLij^e j^ives .1 j^re.ilt'r sense el 
perseiiLil suhjeLti vil V lo histaric.iil 
even Is. 

Archiv.il huiLi^e. I.icl m fKlum. 
dviiLds ihe prtshleni el l 1 "body \im 
iTLianv"' wlu^re .111 .ii lar tinubksi bir .in 
hist^iru.il figure. I E ietbinol Isii^Mj^e^ 
nnce identdii^l .is siich^ lunclians like 
.1 ^LiatJlum - in bruickels — ri^ther 
thAH <is j ret reJtieti; ive undersUind 
th.ll Ihe lichan.i] ti^;iire Alin's net sub- 
stitute bir .in hisbinc.il peTMin.J Acbirs 
can never iv lib- jxfstin they Lmit.ite in 
ri*enactnieiits. I listerieal dcHTunienEarv 
that relies un Lirchival bwMa^e is lacisJ 
with a ^'tuidy bHi teiVn’' l.ickinj; Kilh 
aclurs and the histiiriLai ti^ure: the 
historical i^vrstin is either d«,s.eas 4 vl i^r 
ne longer persni they nst\i bi tv. 

Speed itit>' arises as .1 challenge to find 
wavs o| repres^'itHrig Ihe liody of an 
historical tigiirCn andr even nusre. to 
represtMit ihe subgvlivity. pc^rsptvtive. 
style and perLeplions of the pt'rs^m 
within a hiHi\ that is surprisingly elu- 
sive. An hival tiHitage is only a partial, 
though wiluable, siOution. 

Reliance on iLS^trnioiiy and n^mmenlary by tvi trusses and 
^■^i.|Vrts als 4 J rLiises ilu- ini,^\'ilakile problem of bt'liel nr cadibili- 
ty i>ur ivitlingm^ss to iigriv w ith w hal is Niid n^lii-s to .1 sur- 
prisingly large e\lent on rhetorical suasion and doi ument.iry 
coiiveiitioii. Ihe iLlmmaker relays their tacit contidence in 
wliat is slid to Ihe t LeiVi-r. Iconic authentication till ling the 
backgrkiund iil the shol w ith ei ikience vi thi^ s^vakcr's sta- 
tus — biH'ksheh'cs, l.ibcsrabiric's, tilming im ks.aboii> heighbnis 
credibilily. Eiul as IVter Adair demon si rabs in S^^pni' 

Shirjt's .‘Arc TrJ4% ivhat stKial a». b>rs say may as easily be liclion 
as histoncally aulhentic. t^V do not know until we see ihe 
credits which of the ihrcv sloni*s Ibive Kvn scripted, innch its 
we caniiLct separate tact Irom liclion in iVc Lies, 
UifJ-friiitS '- Pjarv J A:fidyincr Krb' until w'e sev the credits, and 
gram them .1 verticity greater than the feprc'sc^nlations ihey 
refiT lii.l' 

JJif y/uFi fifMr' I.JiFC takes up .1 more comp lev strategy ihan 
Ehal H.it y^ri' .VidjFijc ef ii It clialkngi^ our comcntuinal 

stmsc' of aulhc^nlicity 1 1 dm^s noi use archival tiHilage, either 
lactual or fictitious, but instead uses recnaclments iit <1 crime 
for which tht" wrong m-in was s^nit to prison. TJjc TJtor HIuc 
Uui- finds alternalo es to archn nl tiiolage partly bc'caiise^ there 
was nodociimcnt.m' tiHilage of the cTime itsi’ll — the shiH^ling 
ol .1 pKil iceman in Dallas, Tevas — and partly bt\.itist^ even it 
I here were il ivould iu>t reveal wh.it kirrol Morris w^anls m^ist 
to reieal: the inner (hiiughts and subjective prtKesses by 
w'hich we each conslnjct diHercnt histories iluil i'orri'spciiid lo 


Lfcur pns^ iit needs. 

Tin' Thirl Rhii' / on- detaches it’^cli from the prevailing 
reliance of dociimentarv on Liutheiitic images liiste.id ol 
"actuar priHit — "rear imagi's ol the murder weiipnn or the 
crime itsc“ll. lor example — Mi^rrin to tvpical L»r sti risi- 

I epical images of .1 crime and its proscciitbin “Murder 
w eapon," "handgun/' pislol." "pilicc interrogation," ^‘sigmM 
conti-ssion," llw^* slivk Hems ot (he crimi." lihn ap|Hsir as just 
thab stevk images. I'hcy are ictmic represenlations ol such 
obpects Hind ai, tivilies in general rather than the specific 
instances relevant to th^s one cast-. I hisc geiicfali/ed images 
remind iis of the degnv tti w hbh iiur |i^^ri,eptutn ol Etie real is 
ci>nstruiti\J tor us by ihe cod is and C4.>n^’entions hroughi into 
pkiv Til ith in ail institutional iraniewt+rk, Ihc conienlions of 
documentary themselves giiafantee the aiithenlicity they 
ap^xMr lo re ter to 

njrpj /t/jiC !jr?e' alMi ei'okis a ^visl st^lt, ihe hi->Eoncal tig- 
^irt^ of the irian, K.iEidall Adams, as he \ias imagimM or sivn 
bv o^thers Vlorris repnsimts lor us Ihe ligure i>r image, ihe 
sterinilvf^H- ot "'criminal." I le allows us to s^s’ how "mni malt- 
tv'" IS con^trucled by an hisloncally, materially motivatc^l 
subjecfii itv. Theri.' is no autlienlic imagi- to be had and there 
is ni> w ay to giiar.inti.v I hat a ri.»enHictnu'm w ill K- accepltyj as 
theolf1c1.1l version of ^lyhiil really hap^xinM. " Morris accepis 
Ehisc' liniila lions atid i^pts iiisleuid to show iis how piFlicemien 
and pros.v\titors, those aciused and thi>sc accusing others, 
construct the past they m^i^d. 
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RL'i'n,ufint'nt in T^n- niiu H^rfr J.iFrE’ a sensAj^ s^t \\itw 

rm^morv tind dt.'Hire .uf hisEoriCLilly situjkid -ind t.uhit\tivvlv 
fnirtiviiliid, i-w^n iti ihi' tliu k .in imptwinal of Ic^iil 

jii*»tla^ Fii'^ multi|.''k' “llish Kicks ' ki the ptilice inlLTrc>^.itk[Pii 
\yi Adtirn"^ .rnd to the scene td !he crime, .1^ nviULU'd hv 
Mern>. urj^e us lit sit- ihi^ suhftvlive diniensutki thnll perme- 
Ak"- histLiri^id ri^presenlahiin since e^ch rtvn^ictment has ihe 
lone iind e^^’re'^cive det.iil .itEnbuEable li> .1 p.irticuLir sch'ijI 
actor's punE ol view Mi^irris L|uesEkEins I he reli.ibjlity tti eti- 
dem'e tvhlLi' sEill d'^sertin)^ Ehdl Ehere is hI redhtv to which 
iriemnini nind repri^^^ntaEion allude. Reality is more than ivhat 
Lilly Tttmhn h.is called a 'celk'di^e hunch." It is an nrj^d- 
ni/i\f. coninno-nsensiCiil certainty. The ivfgani/atictn ot n'dlity 
derives from an heji^efniitnik procevn Ehal subsuTnes and 
accounts litr dillerences interprelation within a single col- 
]t^tlve frame Morns' oivii inEerprelaliivn and inipLicil argu^ 
meiil mailer mightily k>r hLmddill Adarnsj it is ruiE ^ust a game 
sil Eonnal relletivity itr hisloricat rt^Latieitv. lake oEher docit- 
nientiiries tiithin the framewitrk ot a discourse ot stibrieEy, 
this him, hH\ has had a real impaci and measurahte efteci: 
Randall Adams is nmv a Inv man, thanks in part to the e\n- 
di.-niL'i^ pm\ ided by Thr T^tiif /Tfue Lipjc. 

A second problem lor documentary represeiiEalion is 
sptviticiEy and the apresc^nEaEioii of sell. tk>w dtt w v film the 
concrele and unique but draw^ cspncUisions thaE trann^end it? 
Shipuld we? What generalizations are appropruEe? WhaE cate- 
gorit-s can si,^r^e to Eacililale understanding, ami the accept 


lance oi liitferencen rather than flose 
Joivn recepEis'ity lo the iinii|ue in 
I he name ot the stens.>Eypical. nduc- 
ing dittefeiice tpi Ihe mea^^ure til oth- 
i‘rtk-ss, sujxTiipntV and dominance? 

Cine way E<i gel spivific is Eti ask 
aboul the actual pi^rson who makis 
thi‘ Him. We cannot diMU^s the par- 
ticular tp’r king ivilhoui addressing 
the ps'ciiliarily of the otien absent 
filmmaker who urges us Eo draw' 
largi'f liis^s^pns Irom Ehe siHicific ont»s 
he or she learn^.'d and tilmeii This is 
an old con%entii>n in dmumenEary. 1 1 
feels “'naEura]"' Et^r e^ enls Eti reler to 
larger issues. They tall into place 
along Ihe plot lines of our masler 
narratives ^Ve assume I hey hold 
greater inifsi^rtance than the |H'rNtPn 
Epf presi’iu'e tif the titEnmaki'r whu 
powid^*^ them for us Hut this bt'gs 
the central question This is sip me* 
what easit^T EtP sis" il wo put an« pther 
assijmption intio i|u^^sEion. WhaE it 
Ehe pt^FMin filming is niPt "one ot us” 
huE scimiHine whilst.* ktcation or jHisi* 
tion is already marki'kl a^ thllerent? 
This beCEPm^-s p^irtuiilarly noticeable 
when the lilmmaker is an exile, a 
Third World exile, for example, who 
then represents lor us th<,^ firsi world 
''sancEuary '^ Ehey in ha hi E^ The sc'lf- 
evident qualiEy of siEuations and events becomes disltirbLslj 
they tall sub^'ct to unexpectLiJ reinlerpreEalions I hat undc^rcut 
llk^ naturalness they might well have ol her wisc^ lirtd. 

One exu^tlenE example is M^iriln MalleE's fhafiprjs^iitf Otary 
The film, by a Chilean exile hi ing in Montreal, addn.'sst's ihi- 
pvililk's lif location. It stresses ihe centrality tpf iIh* local over 
Ehe global, the s^Hx’ific over the general. Ehe Ciincrete ox er Ihe 
aE>stract. The expcTience of place and subjectivily is tactile, 
everyday, corporeal [/piffnisfis'sf friary is mst an exerciSHL- in 
imaginLilionH an expansion of self by const rucl ing an tkher, 
like the tkient. Third World, or I'Xx'n t an^ida thal can thxm 
provide thi- ivelcpiming teaturt^ ot an old, la miliar friend It is 
not engaged m the game ol representing a loreign luttiire 
w hos<,^ mystery the pnH”ess of iranslalion into tamilidir cepo* 
cepEs and categories dispels by means ipf p.'iimmEuisi.mse. 

MalUl's strips EPn Ehe incidental and specific m omen is in 
her (pwn dally lile, coupled to her memEPries ol L hile and 
longing lip have a place ot her oxvn, ntider Piarv 

ihe EppptPsile ol the trax elogue iir its "ri.'^ptvEableH’" EKil is, W"t- 
EerdistnplmxxL sibling, the el hnography. Movemmt and trav- 
el no longer serve as a symbol for the expansiEPn ep! pme’s 
moral Iramework, the discovery *pf eullural relatix iEVp the 
hertpjcs EPt s^ilvagi^ anthropxilogy, the ntuals of selt-improve- 
ment in Ehe bildimgsroman tradition, or as training in the 
civic responsibiUEies ol empire. Movement and travel no 
longer legitimate the subjt%l's fight to spcsik E h rough /w it h 
I k.'iiw^HiikcEf disc’s PUfM^. cfj-H'pppfxifffof but FF^rstpT narratives and 
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mi'tKi>Kik^iL's in whifh thf Cii'r|xirt.‘Hi3 I who spi^sikh 

itst-ll into A di. p-rsi^njli/i^d, instituhonril Uis- 

cuuPH.’ of |.XkWfr LinJ knowli\1)*o. Thih is ihi' Griersoriiin k'j’ii- 
^:y an dthLiamont^m- lh«it ropAls 

Hisr MiHol, iis Im tho ovik'*^i nnd Tm'mbt-r*, tit j 

JicWjHirti, nioVLTiit*iH nnd (nivol Ktit’iiine .in o^ptrienco of Ui!>- 
pLuonurtt -iiiJ JisliK-.iEion, o( Jiid cull lira I csiranj^o- 

monl, ikl^ survival, and st.‘lf-prL*st:r\'atson. Malk-l c^pliin^s .md 
ptM|xi>iS ?iit riitc^iL's ot rosistamv practtLid lhrou|;h an t'-mhaf 
u\i, tor|Hkreal distnursts and prinlici". i>l self-rcpasi^^nlafiim. 
Thiv IS vi\ itilv ri’prfMrnlt*d in Iwo sot|iionlial M^ones. Tho hrst 
is oi Mallvl, her child atid kor hustsind at Eho fim<vV Micliiud 
Kuki^i. a I hkimc with ol her Chilean vxile^ who ontortain them 
with clever reparliv s|>oken to accnmpaiiiment The 

st'ev^nd IS of Mallet and Kuhki'H m iht^ir kitchen discussing the 
prex'iinis scene^ Mallet's film, and iht^ir relationship It 
senis a jxirtln^ ol the ways. Rubtsi des*'ribiSh how he would 
have Eilrned the scene, caplunn^ the TeAlily of their son's 
inabiiitv to understand iht^ reparlee since at is in Spanish 
i Mallet speaks in French. RuhW? in ifn^ilish in this Siene abi^ul 
spees.h, L'oniimunLcatu>n and meaning-) Mallet refuses 
accept his sens^^ stf msility; she is after something different^ 
This Is left undefiiie^l hut. ti> me, it involv'es the rnusical 
repartts- ilsidt as a form of emUKhed lamentatii^n and pr^kk-st 
and thc^diflering rts.^’mnsis^ to it. 


The kitchen scvnealsiv detInes iheir Jifft^etices an ouiltkok- 
Ryhbo wants to Isktik in on un la miliar reaSitit^sj Mallet wants 
to speak of her i.nvn experience. kubKk declares them incuiir- 
patible as a couple: Mallet dot^ not disagree, but w hereas 
kubtH> aiinouTk\'S at as a disco^'eriM fact. Mallei resjxinds to it 
as a painful hurt with v%'hich she must still coirke to ti rms. I’he 
st^-ne is niit fR>m a Michael Kubbo film, as Mallet puls it at 
i>ne poini, where we might evptvt lo learn atmut contempi- 
rarv manta! diffioiltit-s from I he perspt'etive i>l tind with the 
voictsi, ti-bservations <.>f invi^iigative cinc^aste Micltjiel Kubbo 
(as w^e learn abiiut cosmetic surgery in Rubbn^'s TAc 

Sferye/ ts fdcrhft}. Instead the scene rs*)>reSi^FiJs (in the multiple 
sC'nses of the wtsrd) thc^ marital difficulty it might iitherw^ise 
repsfl. Sltvt shot fmm Malk^t's pkint of ^ iew in a literal sc^nse. 
the absi-nct^ of any evternaL mtsJiating ci>mmenlary or pcT- 
spc^tive ttsgelher with the degree* to w'hich the filnuiiaker is 
herself implicated in the e motional inlensity ot the s^eiie 
maki.s It almost impossible to regard it as an evample of any- 
thing other Ihan itst4f. As a result, it repn^^nts the spcvificity 
of exile and dishscation that refu.s4*s to K^ome a thiHiry t>l or 
Commentary' on itself. ^ 

The piliticst^f Uwatienn punts the* imp>rtance of lestim^i^ 
nial lilerature and firsi-p'rson filmmaking. Testimonials am 
first perMkn, t^ral more* than literary, pt^rstmal mo^re thiin thex>- 
retical. Such wtirk expltires the p-rsonal as political at the 
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k’Vi'l iyf k'vlujl as welt as 4 t I he \v\'cl 

\h\si e\ptTietite. U a^ntr.isK with the iMditiun.^] essAV w here 
I he juthciri^i] I sptNikji ks si rid heh^ilf ti} a pceMimied 

a>lli\ hiHy. The "1" ef k^tiniuiii.ils emKKJu-s mkiiiI .ilhnilies 
hut iieuk’]y awMre til mh-ihiI diik'renee, m^n^irkilily *iitd 

I Is ewn p]*see I he C^lhers nt ht^^eniiiiiie 

tourstv (Kj>'nK rl.i Mvtx^hu's f. Ri^^rtitfa ,iTid L herie s 

ipj ihv War Yi’nr^ tire e^eellent ex^imples ol w ritlen U^lh 
Won lilts llwl itfinillel niiiny ^>1 the prrtH;eu|V^^tKTns oi Shslli-rs 
nrjpry.) M,i]Ih\ style tor li>L\itin^ herse4t, her dis- 
pljeenu-nl ii| I he 'hisliin- li^sson" lrt>mi ils pneilejitd ^'sPsiEinn 

justiticLitien tur m eoncEusitm |o her jecouiil, her retiis.il to 
Wilke ht^rse-lt mto I he tij^ure ot the lou r >;uide Ihirt mosl lirsl- 
perMiii tnmmentary in dsKumenMrv^ e^'okes, f’^iinksiH' hlenli- 
tymj; ter iis the Indhs .ind bi^i^vT issues evemphfii'ei by 
her piirtieutiir e'tpt'rieiiee iill prcppose a riiijic 4 dtv disUnct 
mtHie] tor dtKiirnenkiry i^‘prL*s<‘nLTriuii. 

Her si'enes eLiniuil bi" descrihed iis es^iimples, nuKiels or 
evidence in the si-rviee ot lIii iir^ument without hetr,H in^ the 
vt-ry^ striite^y she hidtipls. They 4 re scenes rml from jny iiur- 
tiA^v bul her miirii^i^e, iui| (rom Jiiy lite hut her tile. Their 
signiticance rc'sidc^ in iheir piirtiLularity noi in their tvpiCLilh 
ly. To take ihem hIs examples or evidence is to slide lowani a 
t.t*tTt/iLin problewiilic ivhefe represiiwlcilion becomes the 
priwiiwe of Us discussing Them in iv.iys that no longer mat- 
ter verv' rnuch to Them ^ 

Riioul kui>!, ii C hi lean evile wMrkin^^ niosllv in France, alMi 
flddressc's I he pxdWo ill loc ation in his ik^Gram/s /.Eiifriuent-- 
i-i ih^s yviis ordpiiaireftimjl TeufIs ihdimnjf Pivytt^L Abinit a 
naliona] eltvlion as sevn in his own Ta risian arriindisemeiil, 
Gnwt F rents joid CVdinptry IMtfdv is also a mcsiitation tin doc u- 
menlary torm. ft questions the odd ^I'ay in which iina);t^s m 
documentary' yield an inipressiini ol real it i' when they are 
otten Ml disciaintui ot any' specitic time and place. In ctassic. 
C*riers4iniiin diKiimenlarv and leleiisioii k^^Tnalisni ima^t^ 
lire wreiichc'd from all itiHinrkTol leva I ions as exHimple. mcdel 
or evidence. Rut/ dciriiinstrales the ettt\t with a series ot dis’ 
pardte s|i]| litf iwaKes hut they sene only as evidence ot I his 
effect itsell rather than of any i|iial1ty inherent in the histiprical 
world. 

Rui/ mvn siratc'^y^ carries us ihrouj^^h a series ot observa- 
tions thal retUM' to add up or prescwl the h\^ picture Wlien 
hediH^ su^c^t a larger frame n is U-ss via a linear ar>;iimenl. 
which has vacuunu-d up xisibJe tra^menls ot ihe world and 
pAsh\i them into a new scwiantic order, than \ ia an assotia- 
fionaL surreal j^ixtaposilion that stri’sses I he iricommensurafe, 
unreconcilahle quality of sound and inia^e. here and now, 
there and then^ C hile and Trance, native/ exile. Itrsi 
W'orld/ third world A French elivt ion is one thing, a C hilean 
exile in Tans another, the irtiniges ut I he Thirxi VVortd tfuit cir- 
culate w ithin the tirst still another SJo svn(ht*sjs is attiTOpt^d, 
only reaigiiitioii ot the violence hegemonic unitv and Linthro- 
pi.ilogicaJ di-stTiption. thick or thin, n-quirt-s It is .1 require- 
ment Kut/ refusers. As the film's coda puls it in an iRmic 
voice^ox er slalenu nt to disparate imagiM ot Third World cuF 
turn (the lery tv^’s* of imagt-s Rut/ has wariud us agamst as 
C>ur kind oi irnaginary repri>enlation of the w orld out ihiTci 

In this way the I u tore diKununtary' will endlissly repeat 
theM-^ thm^ truths: 


So long as ^XiVt rtv exists, ive shall snll he rich. 

So long as sid ni,*ss ex ists, w e shall still hnippv. 

StP long as priMinsevssi, we slialt still he \ n.\\ 

A jHilitics ot liK-ation mevitahly posers questions ahiul ihe 
hixly. ^ liVi' nitiy' think ot thi^ UhIv' as the most tcpcal and most 
spi^ilic asptvt of ouis^ hi,--. It can al^p be a quile triPuhk*Mime 

2. Mallet's film ciuilrasts significandy vvith Ross McHhiv's 
S/rcrpifjor's Manit. Mcllhiv remains within the travel /ethnog- 
raphy tradition where the px'TStm.it ^I’^urney prc'scmls I lie ptw- 
si hi I it I ot self-discovery rather Eh.in the thre^it of loss and 
even an nihi 1.1 Eioiv VVe have little scwm* ol Ehal mulliplidtv of 
Si] hkv!i\ ini's that figures so hcHit ily in the eonscioijsness and 
expedience id exile m MLllhcv's diaristic adventure. t>n the 
contrary r the sedf he repri’smts is the unitiixi subject iif classic 
weslern narratix'e, t'm harked on the ei|u.illy classic i|uestj 
albeit in .1 slightly ironic viin, for a sultahle tvmale male. 
Vlcllhee, like tra^'el ix'rtters lor the last several ceiiturix's, 
detines hiniseit in juMapositiim to the world he moves 
thnnigh rather than in relation tis a world thal surmunds and 
consirains him. 

In "Thick t^escriptipin: Toiiards an Interpretatii'e Thixm^ 
of Culture.'^ C litlord Ckvrt/ fitters an enllghleningly nuanced, 
exemplanlv emp,uhelic account of the nix'd to interpad the 
iictionsot others in meaninglul lenris. His ihstinctions among 
a blink, a wink and .i panxly ol a wbik, anil among I he ptT- 
sjH'ctix es and valued ot .1 Ik rlH-r triK', .1 lewish trader and a 
French LUlonial oElicer in MonKCO remind us how' importanl 
It is lo undiT'iland ihi' meanings others intend or achieve- 
A nlhropiilogy taki-s up the challenge ot rcprcsrpif/iry the 
tXlions ot iKthers m ca ni nglu I ty. Kefia^entalion is fhefetoa" a 
dominant characteristic id anthropxilogy, as it is of diKumen- 
tary. Mastering ihe looJs ol ,inthro^xdogical rc’prc^iitatiiin is 
.1 Crucial challenge (or (he student ot I his discipline. 
Representation is the central problematic oi I his discipline. 
Aiithropidogy is another uurd tor institutionali/ed lech- 
niqiies designed lor the representation ot others. 
iPocumentary is another word.) H;it this conceplion of 
anthropdogyr Cieert/'s conception, creates, hut does nol 
acknowUMge. reprc^iitation as trouhle for the Olher. Who 
spx aks to whom ot w hat? He s^vak ot them to us. This is the 
trouble. Others are represen ksJ (passive tensid without ihe 
possibility ot selt-represi-nlalion. This goes unrecognt/ed 
since anthropijogic.ll training gives the anthropdogisl the 
p liver tis represont others meaningtully — for other anthas- 
j^dogists. We miglu rcdiirmul.ite t kvrt/'s thixireticaJ propis.it 
in other words: To the extent th.u the uirl ot anthropdogical 
thlckni'ss the Otfsid a^ an example in a discourse- W'here 
s.-'he lacks repri'si-ntation ot his.- her own. .inthropdogv is .1 
pnsonous Ati, axTuitmg. trom the starl, repa“M.mtation into 
she lernisot hierarctiv rattier than dilfi-rriice. 

*1. 1 haxe explored Itus tjuestiim in two previous, related 
i-^says. gui-stions ot Magnitude." m !ohn Corner, isT. The 
Hucu FPPtiiJp] r V jp rrd Aiirss Atcifpii ( l.ondiin: t-Mward .Arnold 
Tubtishfc-rs, Ut7-I22and '"History. Mvth and Narralix-e 

in IXk ument.iry/ Fphu kjmxrkrjy 4L no, I (Fall 4^21}. 
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L-lemcnt H'hen wc wibh to };t.'rerisli/e lx‘yi’^^d ourwl vi»s ^\nd 
ir^HNCcnd uur curpi^rc.il btmmls Wt^ cjn rt'^iird ihe Kxly in 
Jtb'umi-iitdirv ttinxk thriLH' cAnh <1 

1Ji^^vr\Tlt dimtTii^iisn tif inir a>Tb.vphun self: 1} thf KkJy uf 
rhi' !^4Kijl tKlsir^^r his^tnncal |XTS4m Vfc hich is Lif^onl and ?5iibb'ft 
ol hisli>rii:.il .iclii!iiis Lind cvi'iilH. ^ityL^ttkins .ind 2) 

AS thr biKiv lit ii n^irr^iliVY cliiirdcUT wliiih ih the Iektus ul 
dctiuns iind erngm^iSn ht'lptTs «ind duniiTS .i ll priipflliinj^ I he 
namhve l^m^rd ekisure, julI, 3> js j mythicj .ihistoneil ptT- 
stiiiLi, lype, ki>n I If klisii whkii svTves js I he nh^STt ill btilh 
dill’s! re <1 iid iiii'iiti I k <1 1 k iiii. 

Tensmn-^ exist Ihest' i hiiHL\*s. hir ex^imple, bi*t wi‘tTi 

I he hislerkLilly amditkiriid h^niv et .i mhi.iI iind the jhiS' 
liiriL'dil ii'im er letish nt h 1 nivthii: the vieishiludt^s oi 

liTtie ehksh the vliiirtis et imniiirMlilv- The tension is ^lU 
I he striiiij;er when il eMsis in rekitinn tn tsne iind the Siime 
bedy sueh a>, we lind ivitli an Adel I Hitter. |tsin vi Are, I Vie, 
m Marslvn Miiiinn*. Vlisnnn' was >HiitiyltdiEUsiiislv an histiirieal 
pi'rsiin, ‘'iibb\i U> I he si me \ kissilndts as any nlher fHTsm; a 
narrative tharaeter in stones not ef herinvn maktng ttbe traj^- 
ic ti|;yrt^ nl LiinneenLe dtstrevtxi bv eninmeree, the vtLtim ntf 
male fantasy, ete ); and a mythie [Vrsina m h-tish <esimt\li- 
enneeiilranrdinary'p American se\ gtJddess, ete.>. 

hrenda Inn j^tel lew's Oar Mari/yir speaks in I he first per- 
finn, in the vnice iit aniither exile fmin the inslltutinnal 
diitnain tif rcprusentatuin, the A iiiev et a ii imian n^fUs’tinjii nn 
htT tnvn identity and its skiai cnnstrutlion The ctmfissional 
voice-tnvr enmmenlan' remains unattLiehi^kt to a v isible bixlY 


tsf its tmn. Perhaps it stands fur the filmmaken maybe it is 
representative ter many CLinadian wi>men. In eith«.T eastv it is 
a voite n-t listing on tjueslii^ns ol bokly mia^e mure than the 
tact nf its sh^vr physical prx'sv'nce Thetjuesi fur a [sikIv imaj^e 
in gn, e psvirhic incarnLilion lo thal tstiH absi^^nt) pres^^nce miiti- 
vales the commentary. tJiif iMiU^dyu is atbnit the nLirra tor's 
siMteh tor a s|H'k.iiii' fi,^nia]e id en lily lo the evlenl lhal it is 
based on a bixly other than heraiwii. This olher bcnly is imag- 
inary hul also divided — do.'idLxt in this Ciist* by national 
identily and alti riiLitive ^ubitsrtivitu's. 

Is "our" Marilyn, Marilyn Hell, a di'^laiice 1 anadian 
sivimmer who was the firs! ivnrnan tti swim across l ake 
Ontario, lo be the mirror ot "my self' or is ’“their"' \tarilynj 
Marilyn Monroe, ti> represinit the tne that must ct^me mtiv 
bein^ in the spLiti," Ix'hi'eim such alternalji'esT The historical 
Uxty takes hirm aloni; the armature's ot historical, mylhic and 
narrative oplion^ made iTvailable to it thir Mi^rffyir asks how 
to fepfe^-nl, in Linenialic torin. the lemale body— not as ide- 
ali/e'el ni.idc, or ol>iN,‘^ | ot Ji'sirv; not as teinplr4s,s or provider 
but as a WkU m action The di^ired Marilyn re^presx'nts a ^tate 
of physical btnng and fiction, not a fro/^en icon or image, not a 
character in s4>meoiie riser's iiarrative, hul a ne'^inh' for the 
presentation of se lf. 

(.Ieo AfariViT asks how vee may represe'nt wome^n's suhje'c- 
tive ev|XTience oi corpHureat htnng I low can the female Kxly 
he thi- suh^sT ol a tilni, ceiilercd in the Irame, and still not be 
the obtex t of mLitk^ i,'roijc pleasure? To whal exti,‘nt can physi- 
cal endurance arxl psychic exhaustion such as that expeTi- 
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enced by Fk'll during hur jlnu^i diiv-lung swim be 

reprtrwuttd without the i:onamiiMiil Irlishi/ahon/erotki/j' 
iHin itt physical ehor! fou nd in a5rivi'riliiin,il hctions I think ot 
the hims ot Ethel Vic IX*k>rt^ Dt^l Kto in general, or, 
mom rtvenl works like Per^fthji Htst and P'hduLoh iV Can I he 
viewer Ci>nslructed, as Teres^i de l^iuretis prapi>ses, as 
hmalc regardless of the viewer's tUiiiial gender? 

Oiir Marilyn suggests w ays in w'hich that quis^tji>fi cari 
jnsvverLsJ allirmalit ely thrv»ugh the e^pt^rimt-ntal kvhmiques 
il depkn-s (optical printing, sivund eft^%is, slow' mi^itit'^n. and 
the prolongalw^n oi the aet oi marathon swimmingi to 
immersf' us lilerally and mctaphi>rical]y in the sens,! lions (g 
the lemale body in actitm, in mtvtion. An e^ctcn^kxl ps^rlion oi 
the lilm is gii-en over to wtul is usually neglected In ihe cov- 
erage marathondike events: Ihe middle, that Intsnite 
iTUTment t>l sustainr-d bul repi^titive effort and the hiUIucinat<v 
ry slate c»t mind it induces that constituu^. theKisic substance 
of physical t^ndu ranee We sih: and hear w'hal Marilyn tkdl 
might hiT^e seen as she eh urns on through the euld lake 
w'aters upward a destination that n^malns far bt^Viind sight. 1 1 
approximates, irKioically, an out-ot-btidy exjvrience in >vhiich 
physical motiim establishes one rhythm lehile the mind 
escpitires spaces and sensalions of its own devising. This 
remarkably proli>nged rn-pru^sentation supports rn'ithi.T narra- 
tive sus^Hmsc nor mythic ideali/attipn. l ike Rrrol Morris's 
rtt‘n,utmenls of the murder at file center of T^ji- T/upp Hlne/.orrp 
the rwruKtnienl of Bell's epic swim instills an all-ttHvreadilv 
lost subgviivc dinu-nsion to bistorical tael. This is not a pr^>- 
jLVtisi image ol male desire but a more direct repri'^^ntatiivn 
iif female subjeettv ity ansiiig from an act of the physical tHHjy 
and hisli>rkal ^x rstm. 

l>iffereiici*s nmilate within the realm p,if M^ ial espe^rience 
and ri*.k aligning lbt*mst‘k cs along the faull lines of the social 
imaginary — them / us, maseuUne/ feminine, Canadian/ 
American, either /or. £ kir Marilyn leavi's differt^nces "a I scm". 
drculating aroiiOil t|uestions of crucial imj-Hirtance [t refuse's 
to general i/e or ci>nclude, to- abstract from the piirlicular li> 
the imiviTsil lliysical eft i>rt. swimming in this case', is at fili- 
ated less with a narrative *,^1 st^lf-disco^ery or Ci^nquesi than 
wilh dise^mbiHlimeni or disitKation. Marilvn Ik^ll's achieve- 
ment occiipn^s a largely forgotten sfciee in a cultural hislt>r> 
for w hit h Marilyn VlonriM- rt'pn^Kmts an apothetfsis. Ek-Ll, like 
MLillet and Rxii/. stmggkxl to define a space t>t her o^vn TIk' 
voice^-over commentator ot Our Marihn amti mil's that strug- 
gle, using Ihe ttons and traces of the historical that h.ive Ki^n 
deposited in the Micial imaginary Our Marilyn brings the 
pinser of the univitNil, of the mylhicai and fetishist sc. down 
to the level of immediate evpcTienee and iiHJivnkial subfecliv- 
ily I k>w din's a text re^lspre that order of niagnitiide w hieh 
charactiTi/c's h\i^ exjX'iHeiUe w'hen it can only make repre- 
scntatisuis i>l what ]ii*s beyond its own bi>unds? tkie si^t of 
answi^rs, it s4.H’ms, has less li> dsi wilh invoking Ihe psnver ol 
dis^^mhiNlied knowledge and hi<lmrlhiu;,^He and much more 
lo do ivith the fsipssihili til's afforded by situ.itisJ knowkxlge, 
dfscenrs.i'^ttPFofc and thi>si* siib)eclivilies liH'ateJ in ci>rpireal 
cxpiTience 

S. Teresa de Lauretis, ”Cojerrilla in the Vlid^t: WiTmeiTs 
Cinema an llieHiK/' Si rirn no I tSpriiig l^}}: h I'S 



<3Kr tiiorlMiP, t^V Bri^ndj I ^hrip^trlluw 


3 I 


nipNII* 



Proudly She Marches 

WAItriME PROPAGANDA AND 
THE LESaiAN SPECTATOR 
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Lcshiiinisni Ciinnot be 'expressed' by 
heterosexLst culture, and yet it must 
nevertheless be understtxx.1 as the sub- 
text to the master narrative, the 
forcibly repressed 'other' ti» patriarchal 
heterosexuality against which our stici- 
ety defines itself* Lesbian communities 
constitute themselves invisibly* The 
daily vitilence perpetrated a^^ainst us, 
whether by the institutions ot compul- 
sory heterosextiality or direct acts t>t 
physical brutality, cause many of us hi 
constitute our communities and some- 
times tnir i>v%'n identities ctnertly* That 
our communities endure sug^^ests that 
oppositional cultural practices are 
shared by us, enabling; the emer)»ence 
and sustainment of a sort td collective 



lesbian imaginary, Typically construct- 
ed as deviants in mainstrearri represen- 
tations, the constitution ot our coIIlv- 


Marilyn 


tive identities involves us in a range of 
sub-textual 'reading' practices, most ot 
which fall outside of the theoretical 
terrain of much of feminist film theory* 


In p^irlivuldT. M I bl nn tilm lTthJ 

hi brtickel t>iit ihv 
liliti tnim nlht^r 

Lii stuidt !l^L^ ihf 

nilo l 1 tiljTi'-^ infcrrjidl tinnij] m 


drtiTm in i n^ IhM ri’ljSlinn^hip. Ycl stru’lly tsirttul iiniilyM-*> t>t 
Iht' hnn ol ^^ Lurnm belii' dn i.i\'iiT]y 

H ri r ^ S ,!$ t^t the relation Khip bi-livivii tLlm> Lind theci,mstiliJtiLnT 

ot iiienlitse> The mdivsduivl in thv theatre is col- 

iLipsed in To snb|K%t pL>siti(ins CMii^EriKti^l by diisiursiv'e 
nfvrLitien> oi a film, d riK\vssdf\ a>rTespi>mkTice assumed 





hclivtu-Ei (hrm, .ind this lEEnOiihikHi of idoiiEity and discursi^i- 
•iuhjtvt pi>situ>ninj; IrJVi-s thv Lndividu.il ivlm is mukmi^ n ffm 
y rtsi t i y thi.'s m/\\\ . 

Filni> do iu>t ii\ vtowir^ into subjtvtivi* UicMtUnis niilsidL^ 
ol s4Ji i*i| prsKtssos htvjusi.' roiil viowors lu■^ conlnvnt tliotn 
in Eho .ihstrLitt. E.t7pbi,ins, for c>.iinipU’. i^rt' iiUv.ivs, iinJ yt nil 
hmes. "suh^rls in hislon-, liviEiy; in j-ivon siHi.iE lommtions, 

I Slunri I InIL "‘lnl:riKiuttu>n Ilf MitHn StuditFs" tn Suuirt 1 1^11^ 
tdiEi>r^ Crff/nri’., Aiodrii, H;?ti:hin?iOii. 

IjlIlldcFIt. 


rjllur thnn nuTO suhfLris of n sm^lo icM '^ M.ikin^ st^nM^ is 
ihf pnvt^s wluTfby Elu- lobinn sipfcLitipr, in htT inUTditimi 
ivith KkEh the film nnj a ht>sl ot sillu-r ^lis^oiirsos .ind Mnidl 
pmitici-.. is ins^^nboti .ind insiTiW herself wit Inn historically 
Hii rra 1 1 ^'c^s iit idetHity. Obsessed ulth universal and 
frnnshlstoricj] dil>sEryctions i>l sexual dilierenceH the psyehcifin- 
alytic pLiradij^m offers no Lidec|uatr wav of thLikn^in^ ctFllec- 
li\e identiti^'Si within sev siiE.h as ethmaly or sf^nal orienlti- 
tmn which also wurk U* 'en-gender' us {IX-Laurefis^ 14871. 
H’hile il does not preclude tilher rel.iEmns w'hicli may con- 
struct subjecfiviiies for a sLnj^le individual. psychiTanalvIic 
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lhtH;>rv nt’iATthi^li^ss nol JLlequ^^k-ly ACCOUi\l lor how' 
MKitil conslrudisihs mL|>Kt intcnicti with [hv phy^^ic^k 

t»^XTH.^Uims Lit work in tht^ htSmHvIy dehiHHi scrcfn-^pvt-tflUtt 
rt'kitinnsKip. 

VVhun thi.' wo nriLike of niir ovuryddy oii^vrionco 
li'^buns is itilip tho pussiblc meanin^^ ^ givon Him 

rail geiiiTJlOj w^L* K*gin Ui lKt‘ Limbi^ iilonl strihji^ thniE dts^ 
cursivvly ptPSiEiont'ti subject iviHos rn^y hj vo for S4>mi? of vis. 
Insishng Km thi'i r tu ndamonul .irtiojldtio^n thfnugh I ho Lvrgor 
SLH^i.il scono of ovorvdjy lifo undorminos iho assoitivd ini>ntw 
lilhk’ j^’Hiiw'iT of nLirr^itivo fiMlism to ^^isiEion spoitLitors in j 
cLTiriin ^hoioroso>:LiLil> Wiiy' nnd nlhms tis to ro-thtnk tbo roki- 
lioiiship K^Ewoon nioiiionoo ainstiluoncios am\ films. A 

WMriimo recruiting film produced by John GriersvijnS 
Ncitio^Hiil Film tksird iind directed by Jjno Mjrshn Pnnid!y Sftc 
is ivne such roiilist film which needs to be 
reconsiderevi wiEh resptvt to a losbiL\n .ludience- 

l>omLsing fhiit Ehc^ Cisn^di-in Forces can libcirtte' v%ipmon 
ttEim I ho lyninny of the rei]iiireiTiefits epf ft^mininity — pflssivi- 
tYn fHsniEy, etc. - the film is .1 short r ide^li/cd document.iry^ 
jbout li^ e in I he C^in-idijn Forces done in ffn" classic slyle of 
re.ilist iniiiges in er lehich is dghbi'd a nvusing commenf^sry. 
Bv ii!^ illu^trLition of the h.ippy-g^vlucky w’orld of women and 
work, the film citiisirucls a femininity baseti on w'Eimjn-Kmd- 
ing and women m d^lion. Atthsiugh the film dties not explicit- 
ly addri^ss a lesbian aiidiencen bsilh its ambiguously construct- 
ed reprosonlalions of sexu*\ltty and gender in n-laliim to het- 
oRisc^cism and palrurchy and its depiclion of sisterly eom- 
radene lend themseh i,s ^■urlicularly w^ell loa lesbian rt^ading. 

real desires AN»D FIIM STORltS 

fVc'idiHv -djc ^Vldrciri’s dc»st*n'es to bv ciin^idored in a complex 
relaliipn to n-ading practices^ histoncal location and theories 
of narrative lilrn. Somowhiil a -typically. Marsh's film conlains 
ImpEPrtant ntirralo e elements whieh slructuro the* film around 
the avis of Uniking relations The importanco of how we in les- 
biivn eommunities hn^k a I other w omen suggests some inter- 
esling com*sp»ndvni^es with ihe mechanisms of identificaliiin 
iIvlVI the film dephiys Similarly. thi‘ ambiguous org,mi/aliipn 
ig d^-sirt* within the film makt^s il pirtioilarly susceptible lo a 
reading [Practice w hich moves agiiinst the grain' ot hHerosex- 
uallv organi/td narrali^'t?*. Follow'ing Nichols' discussion iif 
Ihe narrative qualitiv^ Epf documentary filmmaking iNichopIsr 
HHI). iVl^mVas'^ can and shiPuJd bt‘ analv^red Knh 

u'ifh res^Hx’t tip thisvries of narrative realism, and alstv ivith 
rescue t to the larger svene in which it is at various timv“s heat* 
id. 

Am<ing the significant narrafite elements Nichols idenfi- 
fii*s arv^ the colvertml organi/ahon of time into an imaginary’ 
diegesis, usually consfiluttd by a ^oice over narrafion, iho 
creation of a spatio-temporal universe* eonsonant ivith the 
'rear w-orld. and the imaginary autEinomy of the film's chiir- 
acters. w^ho are suppivstd to be 'real' peviple. Furthermore, 
mide of addri*ss iiivoki’san ideal subtectn providing the view- 
er's piint t>E entrv into Ihe film and creating the conditions for 
ItH" sptrtator's dcsiire tor retxignitiiTn. unity and fivity. What 
the subji^l 'lacks' in relation to ilocumentary film is the 


know lidge the lilm promises to deliv er, lI cundtlion of dv*sire 
w'hich sustains the s^H-cta tor's interest in the film to ils clo- 
sure. 

S/ji- iMfirchi's has sufticienl number of thc*se piami- 
tNV elements ht merit analysis as a narrative realist film. 
Vh>bili/ing the iisychicinLilylie thev^rv' ipf Stiioking rela lions is 
relevant as welL as thi.'sc' play an impirtanl pnirt in orgLvni/ing 
the film's dlegesis Liroiind desire. tXme m the style ol diris^ 
address, flu- 'plet' unfolds ihrough the lelling ot the main 
chLiracter's storv in vi>Lce-overr illustrateil by image st^quences 
which follow' the codes ol cLissical narrative realism.^ 
AcCEpfding to the classical diKumeiitary formuLi, the verbal 
sfpund track th>iTiinati*s and organizes all ikher l racks, provid- 
ing the view'er's point Eif entrv into the film w'hich, fifty years 
Liler, is at best ironic. Further weakened by the complete 
absence ol liMratlon sync sound, the meanings of the film's 
imLigtS' are ntit anehiind ic* any time and place, leaving them 
ivpt*n li> the interpretive* gaze of the lesbian spc\tatipr h^pking 
tiir scpfne likeiK*ss of herself in any tilm, more so in the films of 
[hv psist. I"he desire inv ok^.d by Pmidiffif Miirclasi can there- 
fore* have as its objt*ct km^w ledge abt^ut the history of wx^men 
ill the Canadian army or n,x'ogniEion ot Ihe presence ol les- 
hiaiis there. It depends on w'ho and where you .irestKiallyr as 
a s|Vtx tatipr. 

In the a pm plev rela l it Piish ips K*l w'een m via k practice's ivnd 
the criss-erctss of competing disi*ourses w'hich constitule sinHaS 
meaning, a>nEradietions may arisi* which can overdt*termine 
the discursive o|HTaEiLins of realist films, ^-ven earetully engi- 
neered propnigan^ia filniis. Tcp the extent thnit we cannot kriKiw' 
a- priori the complex of dlseoursis, ihn^ugh w'hich any spexla- 
tor is constructid when view'ing a film, ive can s.iy that am 
film is read unpT<.dictably. 1 1 is in this light that E wish to 
make the case' the Jane Marsh's tilm can tx* putkd inttp ihe 
Mk’ial imaginary* of stpme lesbinsn communilit's. 

Cireiilating fifty years alter ils initial release, in a different 
hisuincal context, rriPiid/y iVitrc/jcs has Nxm brought inlo 
ihe social space of lesbian fern ini si pri>blemHities in Sarah 
r>iumu>nd's ^ct’piprx ?j^rc ^peppiP* /"ms hnrwjppx El4Hk) and my own 
A VViPmi/pp fpi ppPM i^/itlotur while Sluart Marshall's 

CcpppRufcs ppa Artit< tlU'^n makes use of similar sequences 
culled from British recruiting films of (he same era.^ 

2 Almiwt all the films made by the National Film Board 
under |ohn Cirlefson's IvLidership viere cipmpilation films 
made by cutting and te-splieiiig found' trims (EPgelher and 
didding a \'oice over co^mmeiitiirv to tacilitate comprehension, 
lane Mar^h strayed from this praL:tii.\* when she shot Siime 
tvriglnal material for Inclusion in the liEm The sxviirs, trt the 
new‘ rtx:njit ivlone in her bidriH>m were thus originnil to this 
film. For further information, set' ji^yee Nelson, Thf CipfiPPiiis'J 
Kj-Hihiiluty ihi- (^>aTsupj L^gcpid, 14811, Ttuonlo. Betw*een 
the kirn's Pa*ss. 

.1. Wlien I Lim not w'nting, 1 am tdso a videv^ producer 
4 Since virtually all the images oi war and army life incLiidxxf 
in \FB wartime propagivuda lilms were 'bornrwed' frvnm 
other films, usual I v British or A men can, it seems likt4y that 
Marshall w*i>uld have seen eilher I lit* aclual fiH^tage in PmiuHi/ 
Sftr* .MtirL/ipN or something vcTy similar when he resea ahed 
archiv al nuUerial for his own film 
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IJi.ininiiLf, M.irshdill, Lind hiiw iisiid lhi-s4‘ iniLij^is tu 

(til mi- whM \M\ i\s U^biniis m j^^iy itifn. hiivt' %<vr in them 

lESBIANS lOOK OUT 

PwuiUv S^r4’ Mjirc/m-s is .1 film either hv, tivr i>r Libcutt li-s- 
biiinji. The .irmii' does pinf invite leshhin*^ le jem the 
e((i>rt/ j^vjniiine or ^wirtime ^ind films h,ii e never 

overtly ^ippivil^.'d \o k-ibinn speetiitors The Cjniidii.in Ft>rees 
intem.il rej^ul.itkm ivn hemio^t^vUiilily re«ids: 

yk’fvice ptdiey iUn.*^ mit 4ilU>w hi>m«»si^xiud memK^rs 
or memK'rs i,vith s sexuiil jbiiomiLility to be reuinixi 
in the Ch iC Lin.idijn Horei-sS. When tt is limdi-d thnit 
l 1 memtHT is li> he I'ekM'AxL -ripproprinte fiction sh.ill 
W token os qiiivkly os ptsssible. with a minmium t>f 
pnblieit\ 

ConodiLin I'erets^ ser\'iee poltey notwithstifiindinjT_ Marsh's 
him. i^hifh t-^plifitiv .iddrt'sses wx>TnenH is slniettin.xi hv the 


titilhiting tfLi^ments 0 strip teose.^ 
Suvnes ot 0 new rwniil in voritnis states o^ 
undress show her doydreLinnin>' obenj! her 
wt>men triends in the army while I he 
plaintive airs of a ja// lutu,^ sel the moiSiT 
Kaeh reverie pri>^ides the Lonte\l for 
eviiminin^ one of the carers oviiilahle to 
w^omen w hi> enlist. tTncesL^xualii/tui in this 
way. tho piTssihilitii”! k>r a l^i-sbion reothn^ 
of (his ehoroLier ore snstain^.x! to I he film's 
ekisure, "^vhere she heiids oft to her ne^^' 
lilein the Forees vvilh a sistiT Mpidier. 

We ore intmJue^xl to the young S4,sdiic- 
tress os she lies iicross her narrow bed, 
fully clothed tin cn vits^) iind playing wilh 
A kitten held at arms length abiwe hin. {It 
ihr-re js one cliche oKml k^ibions it is thol 
we love cots^} In the distancer we con see 
her uniform hanging from ihe bed piv?*i. 
The walls of her rtH'^m are Cl>^■e^ed ivith 
phi>!tw of miPVM-^ stars. Tlhs is a single girl's 
riM?m fonppther cliche okmt closv^ted les- 
bions - thi.^ are single girls). Tlw' seijijeiiLe 
bt^gins with a dost' up on the kitten held 
up at Lirms length as the camera pons 
dowm Ihe young woman's arms to stMt li- 
on her face in intimate cU^sl^ up, stvn Horn 
a bine is laughing and smiling, clearly 
enfoying herselt. Her position in the btsd 
^ind the pipsition of the CL>mera abi>\'e her 
give her pleasure a certain seyual iotnu>ta- 
tion, Lilbeil id a masturKitorv kind, os it is 
unrelLiled in any way lo the usual 
biipy friend or romance. 1 1 is sc'xualily m its 
rawest form, tor the shivr pk asureol it. 

In tht‘ si'C|uenei‘s that come oftiT, 
alwi hhol sprificaily for the film. Ihe new 
rtxTuit's pleo^-ure < sexual i/i\l by tht* amtext of Kdroi^m and 
undrc'sst is further ct^nslnjcti'd in terms ol her ga/e. While tbi.^ 
di'sLring ga/e Ls ni>rniallv assmciati'd tvilh male characters in 
the lilm, the ei ri’umhtanci.*s in which FreiPdfv Sfrr Mffrdrc^ wmjs 
made allowiM for the ptwsibility to ikwiate' trom this sLin- 
dard. 

I. miking is a to^rni of se^xuat (and Mx'ial) |,siwi'r, for bv it an 
obiix’l i>l desire is appropriatix^ for pleasure ^ I myself was 
IsMTking for lesbians as I watched this film for the first time.” 
In hetenssexist and patiiarchal culture, the pow“er ti> kxik is 

f^. CLinLidian Forces Carpadparp feri’i's Kcyji/aPieFps, 
AdmLiiislraii\'e Thxier ld-2[k Id7n. 

6. .As wplainetl in fmdnote t, the narrative sisj^uences ;vere 
sfKd for the film. 

7. Ikdng kxikid at may also he h 1 (orm of st^xual pleasure^ bui 
it is not tiixl up with the fantasy i>f the exercise of power hut 
rather in the relinquishing of it 

H. 1 w as at the time researching archival hxdage tor ^■FossibJe 
inclusion in my vidixjtapi% A WoffljiFi iw .My PLihs^Fi (Wrtd) 
about the forced expulsion of lesbians to this day in ihe 
Canadian Armtxl Forces 
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ri'M'fVk'ii tur rtlfcl. Yrl li.-tHbi J ^ iL^p liHpk — dt iPthi^r k'sbiJl'kN — 
|ii^iTi(PNc\ij,ihly Inr wi^nii'n is not ju'^t a ^3^ h'h- 

UliI imcntHUii.>nH it is mnUtur of nhcnuiion ol .lEUmtinn: of 
wlu Tf we UH>k And hh.ll wi- In Ehf h'ords of M airily n 

l-TV^'r 'li'sbi.nis Ate h'LPlt^diil sivn-."** 

Tho ewnt i^i KHJomiinj; a is .1 RtinonEJlion nf 

.illL'nEion in a kinJ of ontido^n.il Liviiv Lesion. It Is 
l.■h^■fc^l^l,:U■l^ /f \3 bv f^vljii^ tpf A ivorSJ JisMjh ingr 
by ii kvliiigi.if JfcsongiTijivrncni: And rc-cn^jgcmfnf of 
ono's |Xhvor *i> a pcTLOivorJ^* 

Ltsoksng is one of tho slron^i^t cikIoh w the covert wtPrlJ of 
losbuTiTi amimiiniriON. Il is .in unsfsiken si|;ti. a sign ivf prnn.iry^ 
idL-iilitk.itioii, nL‘tL‘ssjry KxlIUSl* ol our need to reiiuiin in^ isb 
bio. 1 vpioiiDVr t^viP hoition liMpk inlo isii h othor's And 

hold Ihc' gkincOr halting for the^>thiLT tts ItHik tvuk in i^tkntov]- 
ts^lgoniont. As iin iiddri^ss, it r.inges Irom lmsUliI nolicii' lo .1 
more insistLiig im LlLilioin. It is.ihv.iys n-turtiLsi. 

I.4~sbi.in Josiro. v\ bL b Ji^^viids on our r4,si ignition iil oIIht 
mimcn, eAn ovcrrido the siibjetiive^iptTiitioiis of a rotilist fiJm 
since the It'shiJii spcvlali>r ni.iy' not be iiilert^stt'd in ivh.it the 
Eovi ty pit .illy sets up ,is tfie preterrtsJ raiding. Eiocausc' of our 
iorv normal netxl to see onrM'ives mirrortsjl in tiur cull oral 
exfHTientx's, we find k'sbiaii content in sub-levtti.il me.inings, 
discovering the latent lumiosi'xual n^prissions in the ''crdck.k.' 
ot A film's sytiirc^.. SpJh like i.iny sjH’chitoT, .1 k^bian may at 
take pleasure in la king up I he posnionsollerixl by film, 
while lit olher limes, her re.iding may be in resislaiiLO lo its 
preterrtsJ reading. 

fins raise's irn|XPrtant i,|iiestupns in regard to ^TsychtMrui lyt- 
ic film thcxiry. In p,ir1icul.in it suggests th.it \ isu.il ple.isure is 
no! liiniti'd to stopnphilia .ind ihe lining ga/e of voyeurism 
ivhieh tvpiLally order iiarr.ilive realism. The v.irious ways 
that A k^sbian special or mighl neg^itiate .1 film's subjecl ptisi- 
lions can only K‘ Linaly/ed within the larger soci.il context in 
which cotisciousiu'ss is always alre.idy taking shapn-. 

In k^vpmg w ith the ambiguous Construction ot gender and 
S4*xiialily in ihis film, realist l iewmg reLalions which prn ilege 
the male spectator are ollen reversed. pcThaps because^ its 
pur^HiM" w’as tip fi,%Tuit wtimen tor acinpn. not to insc rihi.' them 
in til trailitional passivity. The film deploys reLilmns ^>t Itxik- 
ing synonymously with the way in which it fonstrucls Mew- 
ing pk-asun,', through I he construction ot the lein.iLe poinl ol 
view . [n an early strip tease stsjiaence, an over-lhe-shoulder 
shot of the stmifc-clad recruU opening a photti album is foL- 
lowasi by a dost* up of a phtHiigraph of her fnend “Beth" a! 
the w lux-l ot her car. Sitting in Itc^r tnsJ. the woman's dreaniv 
ga/e comt> tip rt*sl on another leoman. In Frye's words. 

Attention is a kind of passion What lesbians see is 

what m.ikcsi thein lesbians and their stving is whv 
they ha%'e lo be evetuded from the social order 
ta*sbi.i ns are w oma n -seers. ' ' 

A ^ishiiJpi g^i/e leads us into bt^th's wofid and her carexT in the 
army, a slruLtuniig device used sei eral times throughout the 
film. 

The luwt tantasy iiUroduci's ''L'kprothy” as the ^'li'shian" 


rixTuit Siva Vs li> the sloW'' .inJ languorous yi// tuiie, bv noW' 
ckul iinly in a slip, staring drvMmily ahead as she puts on her 
stiKkings The camera pans dow n one iif her slockingcsJ legs 
as she suggestively slides her ^Hiinti-d tiPi- twer anolher photo 
in her album. "Ikirothv" liwiks Kick at us from ttu' jxige. This 
time, the woman's ga/e is aimtxi at the ksbian sjxxlator. for 
whom the earner.! 'stands in/ in an exchange of looks which 
mimics llit* ritual of k'sbian rekiignilion ot s*4f and othiT les- 
bians. ktoripthv, of coufsep ivill go on to Kxxime a proh-^^siiunal 
photographer in the army, a scenario which alksws for wime 
inUTtsling role reiers.ilsp extending the promise* that in the 
Forces, ivomen tmxe llw* power to liHik. 

There is at le.ist one other significatiim scene in w hich the 
'relay of Uioks' occurs belwx*en actress and spectator, 
"sewing" the ksbian viewx*r intis a sapphic fanlasy of femi- 
nine dlsin^ SealisJ in a cafeteria surfoundesi by other r«xTui(s. 
Heth Si'oops up semie f^xn! and slowly puts it in her mouth 
She smiles into ihe camera, hniking dinsrEly at ihe lesbian 
s^x*cl.itor^ and I hen closes her eyes in a moment ot sensual 
ecSlasV as shi- slinufs Iht kind Sarmv chow at ihai'). This 
girl's all totip obvious dtsire catchi^ us in its construe! ion by 
the sesquence of shots directing Bt*lh's sexuali/ed ga/e oul at 
Us. .uid by Ihe signilicancv this relay of liKpks has in ihe Us^ 
bian comm uni tv. 


GIRL WORLD 

In much the srme way that individual women are erotici/ed 
in this tilm, hio doubt tor the pleasure of a lesbian audience! k 
numerous scenes tsf women together tw^oke the "ksbian Con- 
ti nuum" of resistance to heterosexuality (Kich, These 

may ap^xMr as representations oE our own lis^bian existence, 
w‘hich of it^^'lt I'nabU-s us to see W'lmien's Ixpiiding. A s^xvia- 
lor liKatcxi within everyday li*sbian siKial practice, subjevtive- 
ly constitulLsi hv the erotically cliargtxi rLXivgnilion tif self and 
lather lesbians can clioosc* Ilp interpret a nunilx*r of sceiu's in 
this way. !xx|uenci’s that compare army life lo summer campr 
bisirdiiig schiHils, and other sororities also map out moments 
of erotic bonding. ^Vhether it be couples walking to ihe 
chunh. or 'tetf a leles' belwifn gar Ji'm-rs and clerii'al W'ork- 
ers. or oH -duly s^itdiers stamiing arms wrapjx'xi around each 
other, a lesbian speclalor has numerous opptsrtiimtks lo spol 
tlk- k-^bi.in conlinuuni' in this world of women. Ch* again, slie 
mighi find if in Hh- high I V suggestive pilloW' fight that cIoms 
the barracks scene. As Ihe new recruits awaken in the fore- 
ground of ihe scret*n, one tugging on the leg of I be other m 
the bunk liLv>i'i- her. pulling her down against herst'lf as the 
kumer H.ietends hersc‘lf with hcT pillow^. Finiilly, lobian audi- 
ences ivill nTosI cerlamly identify themseh es in the imagers ot 
women playing sporls ti^gether I another cliche repn-Sit^nlalion 
of leshiatisj. 

Signilicantly, this sec^uence is chvideci between its empha- 
sis on Ama/oman ability and pnnvess t>n the tme hand, and 


U. Marilyn FTve, 7/jc Purifies ef Raility 7ssriys oj rcirrmrsf 
IliEiirv. rite <. rossing Pn-ss. Hn^edom, C aiiiomia. p. 172 
]i). Wni. p. 171 
U tM. p. 172 
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ihf iiitmi,uy ol ivsiJiu-rrs (rtf nJ^hip^ Ainl pIcjHure on ihv 
irthi.T. 7 ho >ub mol 1 1 of hokis^O pk^suro recur*^ lioro 

,ig.iin u hi-n .1 \inm^ -iiviniiiuT li^oK^ up into thoo-icntT.i trom 
.1 swiiriituiig plot !^hi‘ sinik> tlio o*inu-r4r r^iisiiig hi r 
ix^W ■slightly to weirds im ,mLl thou kilK hiuk tn l 1 >pl.]^h ot 
w.rlKT Tho Er.^nvirig tm her is M-rv tight ^t firsk iro.it mg ,1 
sonso nt intiniiicv. oniph.i^j/t^Ll hv her stiHV nuTvomont 
EtHv.iriJs us. Tho spriiv ul u ^ilvr h 1 rou nd hor roi jlls I ho 
nirhiphorti: oi|u.iEHui oi tomalo so-^u.ditv wiih iho Tho 
noxl shill is oxlr. 3 or(.luiiiry tor its rosoiunoo v^ith I hi- Eirst A 
roiv ol swimmofs with .irnis nvi-r thoir hisids hit on the oiigo 
ut .1 pMi] ,ind siFiiLjIt.irusHisK iliio jnlo it. .il] smili*s .ind gig- 
g]<»s. Thoir ploiisUTf in I ho iVLitor ot tuH^ Eh,iE i>l llit^ swimmer 
in iho prisLoJing shot, .issiH.i.ilo^j onco iig.ini u ith sonsu.il 
plo.lsUTl-. 


GIIILS IN UNIFORM SIATE SANCTIONED DHAC* 

hroni its ironic m I nvl option to its lilustr.^tion ot the hnippo-gio 
]UH.kv viiorld ot womon iind work, tlu- film Jopu'ls .1 Join mini - 
ty K^Mxi on w omHin-hondsng tuul u omon in dition In it, Eho 
'rniis4juonsH,to' ol hotorosovism — the m^rkiT i>t tomjlo lirtss 
— i^- ovchLvngfd lor bukh unitornis .mj simo st‘\ roldtion- 
ships Like dll Women, ks^hidos dross in d viiriote ol w^ivs. 
liowt-vi r, <1 eorhiin Ivp- ot kiri‘^s li.is ivpiidllv Kvn .issiK-i.iti\1 
wilh us, or riither with 'hiikh' lest^i.ins. This is, ol course. 
msi]o ciTiig. tn Eht ^bssussaoji ot tiu- iirigins i>r ihis priiL’tioe in 
FnglLind, E>llior Xewtoii (HS4) oipldins th.il twi ntioih cenlu- 
ry Ixiurgtsijs woESu n who to hro.ik out ol the .iscwu.il 

nunJe] ot Konidmlic friendship pjpu|.iri/tsl in tho previous 
lenfury h.id to .idopt iho tiUh.lt-1 of mjle dis^iro as lln-re w.is 
m* do^ t-lopsi feniiile si-iii^il discourse 111 V'n lories n culturo. 
ilius, enws-gondor ligun.^ such a> kiidcivtte I hil] AdopEi-d the 
dross And tH-hAvii>iir dosignuitoii as e\chisi\ely m.i sen lino, 
boiommg the public symbol ot the sociAl/sesiMl cAlegorv 
‘loshiiin/ 

Tho .isMH'i.itioii of k^bidniM iind mAsi uJmitv persists to Ehiv 
ildv, K>th As A homophobic slori'tilvp' and tin the WAke ot the 
moriiilv co-H’^t TA 111] ng '/iVst as ati incn'Asinglv pipulAr sn\’i*st' 
nu-nE m tdntAsy hv iosbiAns. TheArmv unihHrn ivith its ^ickel, 
tie. biiK>t'^And CAp. is ciiMrly a niAn'‘'^ drisvs odApksJ tor ^vomen 
AHit one Cdiii ri\uEily sev \\h\ It opp-^iK to lesblAlls ivishing to 
jpp'Ar more niASCiilino. Jt a Iso conters AUthoritv And p>ivor. 
btilh normAllv n-servixf lor nion In Sire MAFL/irs, the 

uniform in itM-ll t Annot trAnNlorni All the w^omen in Elro film 
into ksblAns hut it diHS« op-n Elu- iva%' for such An identificA- 
tion bv the emphAsis given to Ihe riEuAt oE drt*ssing Ewhieh 
functions As A closure to the rlluALii'i-d spxtAcle of un-dn^v 
ing which pris iik^i iti To llie Ih-aE of the se\y |a// time imee 
jgAjn, tlie dri'ssing scone tn^gins with iho new HilJier sEAiid- 
mg in her under weAr K^k>re her mirror surround tsi by photos 
of EoniAle moi le stars. She Adju«.ls the snApsIn^E of her girl- 
trieiid jsiskHl in the conu-r ot the mirror and sUtw lv dons her 
uniform item hv lEom. In a studious moot Age, she lills her 
jAckt^ trom its Ikuiger. slidt^ it on. striiightens her tio - a cliche 
uE niAte dressing - And puls on her cap /\ltinition to such 
dot Alls providoA prim ol identificAlion Ii>f the ''mAnnish- tos' 
hidn (And no doubt by now pvtoiUiAt rocruit herst‘lf!> who 


cniss-d nsvse-s in 'reAl' life. 


CQNCIUSION 

Interpretive prActiees are soeiAlly ItWAted and iiisiTibe film 
viowors into a complex inlekRissing of nArrAliv i,^ of identity. 
In spite tsf the signi lying mechAnlsms mobilized bv Prei^j/j^ 
hire Mafl the film can bt- puJk-d into tho socIaIIv pfipduix'tl 
spdco ot lesbiAn iiTkiginAlion. Hoivewr siduelive psychoAnAb 
ysis niA) as aei interpre^tive model tor tominist film critb 
cism, AJi>no It can not Account for opprsitiiiruil praclicos wdiich 
eiiAblo ditferenf relAlionshtps to exist between ti Ims Arni spxr- 
tAtofs. The Ambiguous construction of gender in rcdAtion to 
pAlriAfchy in /'rnioffv S^rr MAreftes At best AmbivAlenlly 
represses the niAster nArrAtivoi>l holerosexuAlitv, allowing the 
lesbian suh-texi to omeigo rather easily. UsibtAn ri--visioning 
demAiufs I hat w'o aIsjo re-examine aMtisi films in genera I v^ith 
ri'spect to Si>ciAtly diflerentiAted Audii-ncx*^ constituencies. 
Th wins! s' neAro-bsi^ssion with elassieal narrAtive fitms has k-lt 
111 lie riHmi tor iindorstAiiding thi,- wnys in w^hich propigAnda 
1 1 Ims, ot which Can Adel has a long hisli^rVr have w-orkesi in 
our si.Hiel>' lo pisition px\ple within cunstraining p>liticAl 
Agendas. I chirst' to anAly/o Promity ,S/6f' A'fjirs fii’s from iho p-r- 
spvlive of A It^bian spxiator in order to signal some of the 
limits to the piw i-r ol him to pvsitii>n viowi-rs in any w^jy. A 
lesbian spvtator is noE a psyehihinAlvtic abstraclion Cl hough 
some might prefer if she were), bul a social prson gtx>undcx! 
in ihi- rveryday evp rience of her ct^mmunitVr Ihe likeliest 
plAce trom which to make sensc‘of PnHuih She Mari ftiv 
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Till’ discussion <)riHind Third {World) CinL’mii(slif, 

as it Kits Kvn pnOifi’rating m the Film Sluihi'. milk‘u, (livos 

uWnt Hhnh tn dLn’ununt.m' ivMirk (hi’ l,ut Ihsirt itijny 

ivt the (his iri>m ihur tjf iht' f 

Thi‘ Rrllli- Chi(i% lire iv^hin (hr JcKunirntiiry tr.idilinn. At 
I hr SiUtu- timi‘r w'c still pety i{>nsidiTi.iHk- kt ikintk"- 

tiun in'ii'ijirs by Huro-AmrriCiiTi im.ij^nn.ikrrs ut Third VVisrld 
socirtii^i All bn I siviitiij’n'd undiT (hr mi^ij lltHHJ nt iMTtb- 
% drpn^ ation, mdi-hludm-ss, ''XorlhtTii" 

mdr^vndrnts milking; ini.ij^rs (st thr 'S^nilh'' trnJ ta kill intis 
(hriv m^nn v-inips: 1 > thr Irtl stslidi^nly iTdriKtilt'^, ftTlIiswinj:^ 
in ihr Er.idi(i{tn ut Iwns ,md Vhirki r aiiid shu^^'in^ no of 
slowing; JiHvr in tho lW(>s, 2) Xhv "othiuv^^r.iphrrs", 
drsi\^nd lints FliihrrEy. friim fbr mys(ic Kohorl 
t NirdnoT (Fiiff’sts itf lo I ho iinli-othnoKr<*pKic 

ithno^rjphiT Trinh T. Minh-ha. iind A) (ho iKiidrn- 
t^il hiurisls, "pt'rsisniil visions”" o( "i'niti'ijrs kin isiur"' 
trrim Vlii’hLiol Nubhki lo l.ouis VTiUo sinj Wmior 


NOTES ON CULTURAL AND POIITICAL 
INFLECTIONS OF DIRECT CINEMA IN 
INDIAN INDEPENDENT DOCUMENTARY 


SrhrorliT, i liisniin>; as their iincesiors Kenoir. 
t'.isoiini iind Rossellini. Howevrr pf[P>;ressiiv eiind us^^ful thesi^ 
thrt'e ^nnips nf indejx^ndenls may so^mi'tinnH, htv they tjn't 
it To #H W il li X h help K'ln^ ix\rl iil I hr uni‘t|Uail (low of ima|^,i«i from Nortki lo 

bsTiith. Simrhoiv FurLt- Amrfietin niisiiatisrs slid stvnn (it tn' 
thi- ri\|iiired filters fii»r iniiij^es of out Third World til her, 

The situation with India is ii iMh- in point. IX-spite 
(he eurrenl Mott hr rn hiHini in interesi in the Itidian 
einrma — in partieular a lonj; Liv^erdue senitiny ol 
hid 1.1 n pi’ipular einem.i in sarh iH-rioihLals as !kTtYPi. 
FrjiPPPrEOkJtL, CtPpJlfwjOiTPPr and (linirh'rJy af Crlm 

Shkhss — inilr|.'N.-ndriit documentary film and vidisi 
from that coiintn' ate nniustly ne^'li'cltsi This dynam- 
ic CiTunlrr-cinrma is In eflts^t a domestti: third cinema, 
a >niatl but eftivtive irnlant In thr flank i>f ihe ele- 
phantine firs! cinema, thr erisis- prone tk^mbay-Vladras indus- 
tr\‘, and the anemic second dnrma, the prisiti^ious state-suh- 
sidi/i'd an cinema lhaf still monpppols/es our atlentlon in 
VVrslern ir^livals and even in ptoj^rt^ssive jH’riodieals like 
rnTFFP[ 70 'T^. 


"The first imikcs the iiuiictinefit; aiui 

that it wakes an appeal. In the period that 
follows, the words of eomnuitui are heard.” 

- l-r.inl/ F-anon, Htt IVifMCPii O i ’r rpri f iJiPFr. 


I. I hr awkward f vpri'ssioTii "Third i^iVurkM <. ifirina(‘*l" L^ mvi'kl in 
I his rs’^iv k» iiiikid the Iruilless se^mantK kjmhble K’twern “third 
wnrld Lirenia'’ iind "third iil1eina‘\ tsilh Eerni'^ hai inip^ ^rrlairii 
lul ni-s*- di-sp ite I heir tinpfisixion .ind thr l ulkiral dck onlt^vl uah/a 
Itnii theV tmlh ilvyallv inipb (Itht-r terms rvfmswsini^ vithhhtis isl the 
iFiSditioMl cullur.sL and pitiliiMt dichnlismir>, ■sukh js (he LAFSiHT 
preti'Tri.si "'\i>rth'^ and "Srujth''. will al^i riii(i'r mv tUstlis^um. viTne- 
UnK"' where dppnkprt.itr. Mimt^itni^ JicorkiinK to whim. amS Mifne- 
hmc"' well ens^iink'isJ in quiktiUion mark'., ds A remimSi-r ol th^- NitlS 
pnwt'-Lonal stains nl thi- kTminoloj;^- in tHi'* rdpuSK -^hitlm]; mteriSt'-- 
kiphnjrv tirld As the dy^( is still wltlinj;. 'nhiFLir^. mii'-l W* jLI I hr 
iTiiire vi^'iLint in i^labhshin^ Ci-mtevty and dLslintnen'’ jmi avoiding 
the idedli/adolW ram|\inl in (he territory, without jE the Siiinr time 
elltstelv imnvoht1i/in^ de>s,rip|]\r and j^r nera ti / in^; pn'.'.ihihtii's 
E k-Hikin^ ,it nalLonal ihird (worliiF "kmemj*.". otie mu^t lnM^1 on ibe 
khMl ^ rrtitai uradiition^ i^l the enlef tainnUTil iniSu^tTu^. the '.(.itr- 


■^art/dUtkmr" cinemas, a mJ ihe '‘third" opfS,TM(lulVi 1 Cin- 
rma>. a( ihp vimr time I his must be tiiilankisl by a piTs|^s;|iee til 
‘strui. turj] and political analoj^irs between Kio and Ikimhay. 
Fcpadur .end Senr|'aL ITAIC and Ihe Shiin^hal Film Studio, 
Mirntreal/s Atanis <.TKims,lW 111 .md Manila's S!ii k I XH-t a m and 
this can surelv be done without mystifvinj^ obvnms kultur.il and 
pnlLlitdil ivirtliularilies of each conlexl. Hven cross-eultural aLiti-ur 
lanikns hiU'e (heir pMci\ K kinlv Ks^-aust^ I hr tnarkel place in which 
we all hnU-f to work is mtwt n^pimsiee to thk‘m. though We can 
surelv tlik beder th-in Willemrn's masculmli/in^ jSliri thi'tm ^i( "nv,is- 
ters" in Sjtfi.sfJikrJJi Li^ 7'lljrif H'lPrfJ L'jriOFW As IlFF UH' iTillCal nt^^Uvl 
ol [ hird (UHrld) Jocumeilt.Try, lulianne Hllftlkn's new jnlholo^y 
tpn ffjc S^uraf J^Xfi iorrenf.jru \*f fjldJ-J AmfFHa. which 1 haven^l ye( 
wvn at pn-ss time, piiknuses (o IlK in simieof tht^j^aps, lakin^over 
Irnm (he wwrH lUdeliw In my t^w'n .inlholo| 5 y Sfiure J.jff whilh 
prevli'IJsK ’^s'mfcsJ kk Ki ihrnniWl svstiTn.Tl k toilf ot (he field 


It i^lri*ACllOto Witain k4V9 


This is noi only tliL- rL>ult of liintyt orchoistrfiticin 

on tiiL' piirl L>i ihv [iiJiiiii sliilr cyhytAl hyrcAycrACV. but 
untorEunAti-lv a rolh'i.-tiLiii oj Nurthorn lAstu S(»mchiHV End Lin 
i.1<K“ymt'nt,iry s^,vms It'ss trnn^lAt.iblo lluin thoo-M^tiL inystt ri<,-s 
oE End Lin .uiti-ur ELL'tsun tor l-irst V^’orEd .ludiioiui's — nit Eoa^^E 
tor inrlufEituiE EesU\'LiE prt>j;^rAfcsinu-fh, o^s^t^iAE] v NorlEi 
AmoriLAn. VViEEi i\\ tris^xirnt .o ailAhilitv in dkimostic.iily drcU’ 
Liti-d viTsions .md di^spitf its iist^oE .1 Eiir^^di' ELiniilLir 

dooiimeiUtiry vocLil^ulHiryv (his iinpt-nntiibiEiE^ til tAsto is p.irn- 
do^iCilE ti> SlIV tElii.' k'Asl. 1 hr k uElur^iE u ntrAHsEAtAbdlE V tit 
IndiAii dot^utiunitArv is prrliAp"' iff (not Us 

lAitiiEiAr I’li^AbuEAry EH' EEns E nio.in ihal tndiAn dtKumi tiMr^' 
Enhunls iho s.imo droAd Cirior>^iiiiiLiri Eo^-u^v As inir isvi n Els 
In'^isti'jitEv ■“frAEist ' iniTOAsin^lv disiTfdttod In tEiu 

NkirUi (ivi'ii ivittiont (hf AiilEinrilAtne vtiiti>-o\ rrs thAE End Lin 
priU'iitiontTs arr inAtniAining. I or rrasons 1 wilt rlAboiAto 
LitiTii, nn^s |uist A EillEo tini l Llitm' iitr I'tiitiEorl ah^E is nol qinlo 
i-ithi r ins4 rutAli^Eo or ^EiEi^% otiinij^h Uir our Kidi\1 ^MslmtKltTn 
Altil i?rii,'ntALlst EasK^S 

Tho i IruTstmLin Erj;At y an Endu is Eioa^ v andL'ni: I hr REnis 
Eihi'iskin ot lEiv Ministry til EnkirniAlion And Efrthiidi,AstiEig iras 
mrtdrlErd At tor A i'tiEoniji] institution ttoi'oEiipt'd diinny^ tEir 
Wat — At ihi' simt- timr And n ilh ihr >.imr nilssitiii as t>ur 
iiw n \FE^ Thr hiEms Jhvision hold a virlu.it nuantitxiEt on thr 
d tun moil I Ary liEm Jii hidiA dnnn^ tEir hrst tour di\Adi^ td 
Endo^Hnidrnor. t.ittoiHsi hv A rryi;inu'n ol ommprrstnit And 
conipiiEskiry (E^ut EdlEo lEioAtrioAE stTt‘oniny;s.‘ (.hilv in 

thr UiNtls Has its pAralv/in^ >^rip — Ai-slEirtii:. poLilioAL .md 
oiLononik - Kon i-rtniid Eiv ufisiArl jnJr|H^EHirnts And toEi'o]- 
sitni dovLimrntArists (oTur A^^Ain (ho aha lottos with thr 
CanadiAn sitiiAtion ato ohiEEinglF E ho Ektnis L^ioision hAs 
onsnrtkt .it Eoast ono oonsc^nsus Anion^ ils iniir|H-xidi:-ii| sxaoki^s- 
s«irs. And this in torins ot AuJirtior prAitico: HiEms Oii'ision 
lAro Has Kt ai so nnavorsHdtv Et.itokE th.K oomnioroLiE lhoAtri*s 
Afo tho E.is( plAvo Anyono wtlE ovor WAnl lo '^Eutw a dtn'iitnon- 
l.iry! InslOAd nohEv divor^r And rosoii not uE distribution 
St f .1 toy;ii;si An- Ex-nij; tinilt up, fcvAM'tJ i^n sottin>j,s as diltoroni as 
ruTAE rdutAlioTLiE noti^orks. improvistki iirb.in sEum strot^n- 
iny;s, hand-to-h.ind vidotHAjx^ oirt ulLUiini And sp-oiASi/isi t^r 
ohto nol works i^'Llhin tho lAl'H>ijr or oioil Eitsortios itwvornonEs 
Sonio liEnis hAii'o oiL'rn niAdo it i>ntii EXHrrdAirsEiAnH tho run ion a] 
TV notw iirk - ritil withEuit tMXASitmAE Eitigiititm to pry opt‘n 
tho ainvAi’^'s. 

t^^hi'rtoist*, .ittor s*.ArooE\' a duxiido tit wtirk, it is toti s4Min 
tor A dis tinot liidiAn ha I ion a1 sa EilioI or st\']o tiE documonlArv 
li> Elivo rmorj^sril - rvon it a homtigonL'oiis H'hooE UYrc likoly 
tir dosirAlnEi,^ in tho tAooiit proud rL^mn.il Ai]ttmi»]iiii.s. bliEl, lor 
All llit^ I'll nation in Eixhniqur and onlturdl |\>sitionin^ amon^ 

I ho yim ni^ indrj.H'nd tnits^ thoro ato oort ain ooTnm^>n.ilitios 
bi'vond iIh' Lnhi;riti.\l ol Films l>i visions ttirm.its that 

lEioy All h.ii'o simidt.inLMUsly cliini^ to .ind oast ^'►tt. Somotliin^ 
IS tis K‘ loArntd ironi lisikin^ Al kX'^ftain kxxrriors ot this work as 
A oorpus hUhI Ehinkinj^ .ibtnit how g|x^ idiom ot dtrtxt oinoma 
is boin^ intloctod by Eho oultufAl. politica] And tsTiTiiiimii. 
smtxTAlis ot a jxistooloiiiAl >*Kioty. 

i^no mAtor intlix'lion ot dirix t oinomFi is Apparont as MHin 

2. LlarnAinv and Knshikiswamy's ALOounl ol this contradUtory 
and anomalous situation is tho miTst avot-ssihlo ol wi oral ( iMSdl. 


as a j^ononc invontor>' ol tho lilms in qurslion is undort.ikrn, 
namriy tho conspiouoiis Libstmio ot im^n^rtant Hufo-Amorican 
diH unii^ilarv >^oiiros. EkAh llii.- nuripilAtiiin-iTittTviow' )^eiiro 
Edo Antonio I and puroobsvT^ationAl diKumontAry (V%‘'isrrnjnt 
Arc s ory minor traditums indeed Etho limitLsJ drvclupmmt ut 
the Ihmm intrastriioluTO is an uhvious matorlAl Eaotor hert'k 
At most, obso-r\'a t Loiuil and oompiliition work arc oocasional 
ooniponrnts ot a hybrid ^xicAbiil.iry (siy^nitioantly, tw'o 
women's films that use obst^n Alional slrjlC)»ios, Mira \ air's 
hufm and \ ilil.i VaL’hani's now af .Sfopio, wi.^rv 

dinx Etd bv indK iduLils trainisJ or risiiding abnsid ami shot 
bv \orthcrTi cincmaloj^TAphors> As t^ir a u to biographic a L 
os pori mental or othorivisr solt-rotlosU'e slranJs, llust- Ato 
almost nolle sisEriit in India. Virtuallv tho onie oxeoplion is 
Mani Kaul, stak'-lundtxi author ot .Sjctd/n-^^^rxvrf, Indian oino- 
itia 's most \ isiblo prt^'noe on I ho maior intiTnattonAl arl oino^ 
m.i ti^tLval cirouil I his vo.ir (a tirsi ii>r diMummtarvi; howev- 
er. kaul's astonishing ix'uvri' eAn lx- t^^pl.iintxl m part bv' (ho 
tAL't that his i-llino-Tiixi'-ieolo^ieal <.inontation tails within the 
I ilrns Ihi isH>n s oullural vocal ion. 

A tar t ry trom KhUiTs liirnially challenging oxplt^ralion of 
traditioiiiAl cultural torrns. tlie tiidActie scHiat diHiunentarv, 
tlio most taviirkxl i;enro ot Xhv Indian inde^vndents^ is m some 
w ay s A look-alike ot ils institiihonaii^ftM Northern l ivu liter- 
part, and no less unquestioning; ot its ’‘Tejlisf' stanee- 
Atu honxi in lEir inh'rix'titiLiinist modi' ot dirtx t cinoma cimwil- 
idpilfcHl in the North in the early sewentiv^ by I ho Sow E.oft and 
ihe omen's MLiixinont. il doploys a similar niodo ol colEiitH>- 
rativo low'- ratio niisc^-en-sc eno, and relies hoAvilv on inlor- 
^'iiXi'in^. Til is Eormula is nnrEurixl Eiiv an op^xisitiorLil (.xilitical 
eoniext and mATgm.d ivonomic basis not dissimilar lo that in 
the North 1 low xw er, w hat is sjx'oilic and distnictiee Eo the 
Indians wittiin this general model are certain variAtions in 
direct cinoniA viH.a biliary' and strut tu re on a rnicriKosmic 
level Tliese variHitioiis, rolakxl no doubi to tho generic piiEEern 
ol^Tvixl iibovo. are larqolv culliiral. one sus^xxts, but liave 
distinct ExalilECAl ramiticAtions 


TAliClNO GfiOUPS' 

The otiM'mble oE Ihi'se Enilian x arLitmns m thi- dirocE cinema 
lexicon crysialli/ep I wouEtl argue, m the trojv Eli At might 
called thi' "col locEi\'e inter vii'iv" t>r Ihe '’lalking grcnip'V 
1 hough this tro^X' is not slatisiii Linv overwjielmingp lE is s^x'- 
oilic lo and sy niixilnaElv reproM^nlati^o ot I ho mdejxHident 
liocumentary currentn .is 1 will attempt to denionslrate 
thrtiugh rel erring ti> thrtX' rk-preseiitaiiv*' 1 1 Inis niAi.io in the 
JitlhlH bv dillerenl Jircxtors m various regions h,>i India: VniCiSi 
Rihji^ot. T^Jr Sikrifnc l'I and Ht'mhw 

City Iscx' text Ki\) 

In the kev St ol It'S des^ rilxxl beltrw, as m st'vxT.il more like 
tfcu'rn in Oiich iilni, e^eryiuio is oMon lalking at once. Ihe 
s|x’Akors address is dinxt, Aimed at ihe tilmniaker wlio is 
standing or seated Ix-side the camera (in kiet (lie dirtxtor is 
o^x-raiing il in ihe lAn.- lA TtiLisk The \ oices are tasi and emo- 
litKial, in niiisim, o\ erlApping, y lelthng to each tHher and tak- 
ing Eurns, tir intormpEingp scxoiiding or dis.ign.x jng with each 
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Iij^ur^ I 



VOtCtl^f kOKf HAihXPAt 

Riinj-in I'liJst ,md Wi^udh.i ]4KM 

rLBisinl> iind in -i <J>rissj 

S^iitf ini thv 1 ^, 1 )' 0i liJcn^al i'\propriiih[Pii t>l thoir 
Uu\d^ by tiii.- ^i>VLT'nnu'nt \ot a missik^ Kim'- In thr iwsp 
nnmuti.' by ths!' >till (Ks^utc lb 

Lienumslrators lalk tugftbt^r U* tlu- tamiTLi ahtiiul th*^ir 
rL-tUh«il til k^avi* ihfir uinit'^lral land In I hi- th‘i' %hMts 
that maki’ lap thi?i a hand-hL'lU tramtTa kwps |ht‘ 

ti|;hl f rami' (ulS i>t thr laLi^ nl tht‘ wismt^n a% tht^v ?*jx"ak 

LPiir hv imts k^lkmin^ I hi' wanikTin^;, baLk-and-lurth 

thrfcMLf nt thf ri>n\ i.‘rs.ihiiii 

NS Ilp riijst'ari rT/rirm 

iiNf/noprL /ii'SiMrd frtHisi. Tiwu 

;ifLp trihi hh*ck lhi‘ nmi if thf Piii'/r jirr imf, 
u^rrru'ti in- ciitii'ti itf fftmt iyf ivki^k'^. 

iV/PLt liPis /Ar mrrru'if hmiMfil hkiuii? Tiu' 

GiPil^'rirwji'iPJ. Tih'if hmi js ii/siPiuiri. 

Jfilii' U'iH ilV iTn-J!!'? Ti'jl'lifJTPlT'1'' 
t-r^TvHNfPX. /r'M^iE 7 jr IPS. s/uppp/d ur 
rajpidi'p fh^FPi pkirhJ ^Veiir? Thy ivrS! iimi us nj<pi 
hy^nr^ l.j't l/atW IS ffJiiR' 

tVi-'W tnm! iff Ihvtr tvhh'tes. t'VVVJdjiv 

Tkit 's iiU uk' uin do. 

X\hif kmtidi’tfij^v ih Jmv? Thy iunY nYm- 
r/iij-r^v’- ^ — IVr* kiin' r^tn/is joimh 

UY hlPljC. fn ljjN sFli^. hP ^ViPif p iJpartfXE* 

tViNi Lirir JtiJs ppp spppr uripps. -^tarril ciPJ^f /f 

ii%- du' pi/iiiPN' tih' khh ii'tU siifri'r Hrrv'W v tokdd 
ips iimf ikt' iLhis. 

Hlwwht'ri^ irt till." 1 1 Em j;ri^upsi^E ^lsho^T^CT^ an^i^M uilhin 
a similar iinnstnatbim thi^urL* 2S^ e^pri.'ssin^ to a hos'tT- 
in^ camora thtMr prok-st pinij JHiaiiLV. 


other Tht-re hiIso natural imusi.'s and momimls ot si knee 
Thr camera is mobile isnthrnat hrin^ tlainhoyant, mox in^ 
from mi-viium tii elivse rani^o and b.iek, either flukJly miputiti-ii 
or tight I V band-tu-iJ. Together with the mienpphone. the 
appuiralus has a tinely tumsJ M-nsitivitv to the shitting organic 
is^UiEsbrium ot individual and eollp.ttit e \ oice. Thr f>rspdslmie 
es'unt is S4't up in iipllahoralieHn beliveen subjects and film- 
muiker. either a I their ad vanue suggistion or his/ hers, or elsi*, 
if more spivntaneousIvH still baMsJ on a prior relalionship and 
an iristinitively agri-ed,-upi>n format ol the group inti-rview/ 
declaration- Trigger ijui-sliiPiis are si^mi^imi^s relainp^sl by the 
editor, but secern hardly niti-ssarv. 

Onei>l the fasemahng n^ielahunsol I he "talking group"' is 


the social t unction in g and eonslilulion of the group- Koles 
ivilhin a group are usually understEPnd and prescribed 
through an unspoken ci’Nnstmsus (or, somtiimt^H etin- 

sensus signal 11 x 1 bv a "You tell it!" from offscret*n, or else trig- 
gereil b> ihe nimmalo.T's “I H Vhither spcMk”). This process 
in tvhieh a spoki^ person is di“iignatixl to espn^s a eolUxtive 
xvilh ivhelher spofilL'kntx>usly or through deliberationr i;^ td 
iiuirse depimdent on whiih prixonstituled group entity is 
pri-se]it In Berirfiwy the sci're I have di-serihi-d invsih es a large 
estertded family, who are intriKhiced one by ^''ne by the 
materfamilias apid who provide the paternal grand miPther 
wilh honorarv space lor hi“r com mintary. In ipther exampleSn 
the group IS an iKciipationnll or tsonomic community ft he 
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tL^hLTinen, 4>. ^h.ULd but unsp<ikcn 

pHiii- in thfir HAtih .itid thdr Iik^In Ixilsti-r^ tlit-ir rhelspric 
MiliJ^iriiy iinJ H.l^^f3,niLT C >r I'ist' I hi' a>TTipi.TM\l i>t 

vicnni'i Hi >hHirt.‘d CLilLimity, an two Indiiin ihKiinuni- 
t.irLL'x Libout the Bhiipjf iuJu^l^iJl Ciit.i«>lrHphe, 'm which 
CA*^ |\uiic -siiii f atv t kmT tii IIh- vUfiLitr. lon^ 

both iMsiiT ^ind mort' diiiicuti th^in with si pri*ii>Ti- 
stituftil (HTCupiitiHna] tvr gender j^roup. 

Hii’ '’t-iikin^ ^^nnip" tro^x- I mm a MMrioty whtTO 

the I'fHiip r.ithcf lhi.ni the indiviJuLil \h thn primnrv site i>t 
liiNCHiirsc ^tnd cii]lnr«i|i expri^sioTi. Or. a^ in 
KlIV incind \Villiiim>' cinssic fomiultition in j Mnnowltiil dit- 

teront iiiilti"»tl, il ^,^!n Iflv thiil in 

the pi Inc TncLin?i tor iill krnds ol development, 
iticludin^ indieiduiil dneoltipmeiil. IJin elopment 
iiiid iid^‘4inl4i>;i^ dim Hint iniiii'tdUi:iillv hut Cum moil - 
\v inlorpretixi The pns vision oi tho mciins tif life 
will, ,iliko in pnKluclifpn .ind dtstribulion, tv col- 
ics I ne And miityj,]. Improiement is Miii);ht. not 
in tlu“ op|,xirliinilv lo irom one''*- i kiss. or 

In miike n c^ireer. hut in the ^ererjl ^^and con- 
ErolliKl Lid'i'.ince ot .ikl. The hum.in lund is re^^jni - 
i-d A^ 111 dSJ] ros^HX'ls convmon, nod iroedom id 
(o It 4s 1,1 nKht conslituhxl by oix-'n hum^m- 
ity; > el sm h Liccesi^, in whatewr kind, is common 
of il is 3iiilhin>». \nl ihe iiidividuciL hut the whole 
snelety, wilt move. Mh} 

A SiKi.ii lIl tor’s ad entity is dehiKst hy her /bis rcl.ition to a 
l^roiip, rdilhiT ihcita through ±\ distinelivo individual jwv- 
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MdUi|irLi LkilLi, 

A communily of ptnir eoiril-dusl: |slufl‘y:^ sdlvdj^ors ai 
the biattom end of .in industnal CMinomy an Hihisr st4iU' 
ri.s*ist hL^ru^ssnient hy potice .ind ]oc3^ hosst^, .ind tdk'r 
sometimits coniflictinyv reminiscences ol j lellow sj 3 - 
v^i^er who hds been enshrined A mdirtyr lo the 
C^lUisc In the lane-luke, tw'o-minute scene evoked by 
I his still I Figure 3), di h.iti-di>/en women jre se.ited in a 
com mu nd I vilks^e spicv under .1 trtVr e.iptured by a 
close p.inninj; cjmer.i mounted tsn .i low tripixi inside 
A j^roup ol houses, jnd discuss their memory of the lit- 
uljr Iwro's de.it b with the lilmmaker. 

hilmmjker: Din-s NirCTSFlCenfml f/i4>ievErrjj/ 
^viirj^j^ /’orreJ nrhriijdiilCTi'iirrinj ircriv^ 

Jlny 'if HI if\r. 

jjlmmjker: l\h^tuntiu. Wit It'U iis. 

Vf^. CiM'Fp Flute f/ie iiiMFit'u. 

Tkilf'h-oaJV'riswx ^'1*- 

f^iFPitf^kir i td/fcn^ En-kitrrd Nud fJidFjf *. srsfer 
Eiifis IvTFjy /Jt>bTnf. fk’cej^khri kur sti Nei’ 

Sf Fkd dtJ ihi' fjy/rl slarf^ 

U'H ns f^uit tV?re Jid 1 1 / VVk v Jki fhi" rFrjink'f 

^Ni;7H'Fp^ 

Chalv A ci^ihiiss L4JPI leifiiJ niei/ 

iniaddFi'^ /e 7 ais kulciud ^^wrrver hykj a hh!. 

Tfity mnafiif prelccliEiPi pppupistp Su liipiip a 
Ait uv Aume js 'nie hiss iind Hte 
ilEiLFFirpljipir It'd! yuv I he rriopii'v He the 
rjcAi'hYrsJ, PiEit hs.^ ivhy >tn*uld 

Fllmniiikeri Lti histVFU k'/f rjs wfiid /Nip^iCPPid 
thif dtiy . 

Vihy tt>iis PJ Ifiat t^buhit aiws Fr^fcif Ihif akiy^^ It 
tpTtPs n^^sp-fiK/ pw Iki' t Lp/hary Hfiif fh' kiitf 

crhi'^'ii sjsJpt. l^rEpfwfs/y fte kws ii^urkm^, 

dryyiin^ At fhe fipnc, — fiwf Jie srfy whaf 
hAf^fH^fun^ fn kjs sjsfiT Fire CfSf metf uM'it dirty 
fArt^wtye le A hyiti 


lij^Uff % 







-I 


clH>li>KV Mis/ her First ^ilk^pLince is not in the selt or I he st.ite. 
hilt In the imniL\1iiite L'ljiiimuiiitv, an u-hnim rests the ri’spHin- 
sibiltly h>r res^vmdiMj^ eolith Hi el y nulside ihrejl Jind f nr 
i\ nrLiii^ i>i]| j M»li,itinn- 

A number nf ihiHirists nt Third £VVer1d> (. ininiiiisS him- 
eliiKmited i>n ii einemEitif ist grinip s^K-ietv in tie- 

lien. 1 L-shintit“ tijbriiH Uk M il’s it in the intej^rE^tii^n nl the indi- 
vidiiid iind the stKiMl niMniti'st in 

1. iheeiinstilutiiin at Elte subjivt ivhieh is rLidicMily dil- 
remil lri>m hi Uk«iterni enneeptinn at the Individ u.iL; 

2. the ni>n- hi erMrehic.il order, which is ditlefcntij] 
rMlher iImii MiJtimismi^usj 

.1. the emphdsis on li'allis.lii e Mviiil spice rtither thjn 
iH\ inirLSiendentMl individii.il spice 

burton refers lo ''more inle^r.itive interdcHaiii:il cotiCept nf 
ht^in^-in-the-world" prop-r tn Third World sinrielies 
17^. She ►im’s an to desenK’ |nrge Sjnii lies' encounter w'ilh 
Andejii iillj^ers w ho reluscsJ to let a lomniutiMl SpikespT- 
son MppMT iilone in the tilnirtiMkiT^ ffMme dunn^ the 
shiHitin^ of nf rlxr CoFider^ thus emer^isd the concept oF 

I he collwtive hern in tsinjines' subsec|uenl work, where he 
eschewed Ce^rdiFr's one-shol web ol shol-eounlershol and 
re.iclion diisc^ups. .is well ms ils chniiieHe rhythm of suspense 
Mild deniHuemeiit. Hurton jIso nientions the work nf Ousmane 


I 

wiUB.'tvoHffnn 

AriMnd l\irw-MrdhMn, 

The shelter ensis w’^ithin Mn urKsn me^Lilnpslis Stum 
dw ellers Hind st|iiMttiTs ri^ist evict iim A mMtriMrch Mnd 
her fuimily, Mss4^nrihli\i in front nf their erstwhile hut ms 
It is bein>; rebuilt , Mrticiikite their exjienence Miid deter- 
mioMtiiin. In the five shnis nl this ihrw minute scene 
(Ki):»Liri' 4). I he womnin .ind her mo t her- in -1 m w'. their 
\‘oices bolstered by other tMmily nii'mbers. kh'scTibe 
iheir sitUMtson ,ind Mrliculiite their deliMnce to the crew 
A h.ind-he‘ld cmhutm moves buck MUii forth fH'tiveen 
ihe spSlkers Mild the ..hd s ts ist tlieir mmMrks I 

WoniMii tkirKi^^e- picker: IVr' r^i f^ir' 

^njf/r/wycdimrp. I iMrf ifjiir «Mid/ lUMJtc in nr-//. 
T^jcrr iiHia mtthttsii^ jpi z'p/fdj_«^^'scF zo' /jcrr^ 

/f fJrei^ Hrreu' Ji'sejfJ iriFEi', ljUI I u4J 

HpCPPI Hroi^ Tl'/Mfi'El'r }ftm UVfH t'U fUSt Jipri'tliif 
ppiy SiTrriiFPd forwiM sfu'lh'r. >"eji 7f Ir iflUir 

iNi'Ff hFFfc. ■ TInpI's FPiy f^rufirer, f/rMl\ fppi^ ; 

FFpipfM’r-ipJ-fjrte. FFpy f/jri-c^cftlfdrfPJ. PP|l/ fpi^fIjite'. 

flW my iihdtniirs f^n^thiT, Erf re's fU t Mot her- in 
Imw, spMkin^TMniil in eontriisl In her 
dMughter-in-lMW''s adopted Mindin inler^^ls .i 
comment, not tr.insLiteil hv iIk^ subtil k^>. :S/ic 
timi ifur eur ^ptcff phhrni ffiisl ur iimU 

dll' m p'Me i^ npsfriid ii dryttj^ wp ipj fire stpfp 

I■■ilmml1ke^: ufj. MuHpit, 

Mothi^r-in-lMw: Tficir cewc itrni ^p^ion iifpJ 
tiih* 

h'ilmmjker. yuip >c rrhaUmy^ Jf 1 /ic* ^mid' irfc? 

VViFrajii: liren^'K fic:i l’/fufcv. 

Filmm.iker: Wivj'J ihiy 

Wom.in: fj'J I/ji'fpt . WcfrM[ij^iPLFMfriTiMrpi»e. fl 
ctpsfs MS opie riipv fur a liPicAcf nf senJer. My 

Eiirtr?; Ks 1 tin tiny atui uv /lifEvn rA'fiLp/c 
^iiPiTpfy fe Wc Pjcncf livtnr tnrlnuk. Nnht'. 

TOisfi i7u/fti's — UT m'cti surp, iF/f. i ht Hf^f. Hpc 
AHpFpjcpprfjfv IS iJfhT h'i. ^TPipJ' j^iE^ p'u;?fc' trrn 
iilf l EPEiwrds. Vif^TCFf f^jcrniHpurihESCOiFrc, I/pe'v riipj. 

Tffp kit ^UlmUn^ fffsppic. -Vei eiPE' djirEs: up. ' 

nai-y riiHf rmr ffur^h^hi In^tiktv ufhi hm^ht — 
iivceiay^\n7 siFFPiE'lfpjpa,^’. Hui tiny sffirt 
ccj/ipfuniorx — e^rfy Apffer ihi- niiHpiFr/f PES kuv kfi. 
hi trniff iUhvm tw upii- spires. Ymt ctiAi't U^ht 
ApfiiPTC. yesferdtru ! irFs" srF .My t/PAFi,c'H urn' 
ik^lrnyett faJb’ eii’ry^^Fic ('/“S-'s. 
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A \OTi; 0\ AUTHORSHIP 

All ihm- ni thi-^ very ^iillv^^Tl^ tiims by diffi-rent dirt^i.- 
lOTs usi“d n\s t;\<impk's in thssi tirlkk^ pht>- 

!iij;rLiptni.l M kMst in p^\vl by tk-n^cili ti iit-niii Uij^rns phiT 
IU>njiin Tjht. A j^rciJiuik- ui I hr Film nind Tt'lrvisiii-n 
Inslityk- at h\AiA, tiiiL.1 <1 rncmlxT. il giies u'iEhi>ul 
in)>, t>i Indi^ik miildlo-clL^ss Hn^li^h'Sfx-jkin); 

\\i\i\ i^ NTTiHitiw. a>nsi:k>usly nr unainMii’u^ly, In \ he 
t uiUiF,i] drEiTniiiutiun^ oi ^nd thr t itLtUT.il 

f'NilLtio. ill Ltilkviivr lik. l\Tl]r's iiilen! li>r Eitthi); r^^ilv 
iciEo ^nnip MtUnSHisns %v hk h m.iy ulhrrwii^f gy,Trd- 
tni ^iKuit tnjEsidrrs i lrtir. liH'hriAi'ing Ehi?' AX^m iind 
uiNUjIiv hcildhig thr \w ?ilkHits ir pniv- 

imiEv El> hiN h.uhi^.^Es, rt's pending phy>iic-illv tn thr 
fltnv dm! niCiining nl Ehr ct'nivrrs.itism. Hr fxvms In 
sr'^Tisf" ini*«EincEkvrlv hnvv iIh- C iitnrrki \^'lrld^i p^>wtT. and 
how li> dts?vij%itr iind sh^irr (hsit ptuvcT. CJthiT> dn ih>E 
hsi\ r his priijritH*s, iril nt^ss I hr rrldln r sTdreitv nf t hr 
(diking grr»up lnrnnH.iilinns tnim .in nthiTvi ist' rwrllrnt 
bitdy ot wnrk by llir pri/rw inning indr pt'ndL'n t tr.ini 
Siihjsitu MuJl-iv dnd TdpHin tkifsc. Their films sueh ds 
Hho^yei: Hrverid GePiiPi fdr nr Afj huUdif hercr 

deniinriLil lens nl I he cerruplinn jnd s'inlencr siE 
ptHver, dbiiunJ in sp^ti^il artk-ukitinns ol iht^ individ- 
y.il h epI (he hurediicnih ind, symp(E»m.iEkkMl]Vr in 
sin EKk^ssion^dfy evenvnlten veite-ever eurnnientiirv'.. 
blit nnly mreiy prei-ide spiitv Kir the grniis ef gre^up 
spLXvh. 


Sembsme, bul mteresthigly biiEh the Beliv^i.in diid Ehe 
Simeg.ite'^e direclnrs wefk in dramniiic fielien (in the yhu.i] 
!it‘nsL‘>. rdther Ihdn diKiimentdry'. FurEherim^re litms sueb as 
ttffilrit sind fJie Ceiri/Eir rely e\tensivelv en n-t,>n-^'erbii] 

eemimmicjtien r.ither th.in verhsit ^lidUigue uilhin iht'ir n.ir- 
rdlive sEn]eluri."s, with I hi- imptTdIixes of viMrking with nen- 
pfiplesH^iniiiil sm Eers im Undtien cippiiretiEly pn-i diling ever the 
piiEenEidI N^netds o\' erdl ciillure. ^kingnis,' mere rLxenl iVEirk, 
suth Lis hut'Hi Aifjijf (I477i. KiM\i k>r (he first Eime iin eyien- 
sive USA* oi dirts I lip-svne diultigue by non -prtiii'ssiE nidi pi^r- 
lerniers rt'-t^niiitiing asllective siruggitsi, e((ers 4 l^seinjdng 
4ppnwini4(Hin of diKumenEdry grt^up sptxxh all the while 
mLu nidi ring (he synhiy nl '‘dEin'l-kxpl^-dt-the-c.iniLTd" ndrrd- 
Eive. Here tUiiJ H\|uence sht>Es tiieiliLne .i privileged diidit>- 
visUdl inst npEien oi eemm 1 n 1 . 1 L pnxt-ss th.it is tjuite uniijue in 
dnemiiEiii.' fk'tii^n. unki'rgelliibk' tiir its vi\ id mt>sdic ef excitisi 
%'4^iees .ind b.ibits' ertis, Erum a cull 11 re ttm etlen represenhsi 
by imp.ishive sileni kK\*s jnd 4A*slhelicii!tsJ tJute Ht>res ^Vith 
diKijmenldry it is .1 dillerent stEiry: Ehe gnnip im.ige reiLurs 
lT.ins-ciilULrd]lv llireugEieyE Elie Thial Wnrld. w^hereeer inidi- 
linn. 1 l sneifties resisting the dehiini.ini/.iEion tit "niederni/si- 
lieti” dnd Mt^t eUipmenE” .idstress I he dinvE-stiund dix-umen- 
Eniry eamerd, net Ski nji lies' t>r Uusm cine's silenE gnnips, bul 
gnnips thcit tiilk. 

In lndi.iri dtiL'iimtmlHiry . dTlKuldliiens el the ''talking 


greup" etEen reveh'e .1 round Ehe pr iedte/puhlie spdtidi 
dimensit^iis oE the individudl/vtillevliee diehsitomv ihat 
Ci.ibriel piints tti. l-er tine thing, thert* .ire lew interitvrs in 
Indiiin dtHiiment.in^ This is p.sr!ly due tsi ellnuite 4nd tivh- 
nology — the smdik ddrk hut L'txiL living sp^itx*s et Ehe ptxir 
.ire ollen unw'ired, lluiugh Hutta mdndgixl .i few^ inside shtvts, 
using .iv.ikLihle light thrEnigh the dtxir et the hul in t|ut*slitin. 
( A more^ ksmeus ptvt ef diHirw.iys .ind dvjildhk' lighh Tiihn 
T. Vluih-hii t*nk*r> thr \Vt-^E Attfii-.m dwellings ef iVnJttif S^wre 
— js RonnJ lo lonstnjet 4 semse oi dw'etlings ds dim 

iind niysteriiiiis mh i.i! eornder-^, Hdtt.i dtifs se Et> get dway 
trem the piliee*). 

In I he l.ilking grtmp etinvenlion, .1 Hoiking ent*selt le bt* 
lilmed is nel 4 pm4te altdir, bul d pdrlieipdlitm in colleetive 
sfseeth. 111 greep idenEifie.ititin Jtid .ilEirnidlitiii. As sueh. 
btnng tilniA'd E4kt*s ptcKe in puhlii sjMee. Talking groups .ire 
Elf ten shtit in ti nil in unity mivting p]H;ut*s, in SutTihte .limEist 
ri E UiilisE it .1 IE V under .1 Kmefieent eeninuinity sh.ide Ertv. i'h, 
verv iemmonly, Iht* st-Eup is in semi" pub] ie eourtydrd space 
111 trent Eit dw'el lings, th.1l sp.iit' where ftHK^ is prep.ired, 
w here sleeping eels 4 i\^ mtit txi in Ehe hel we«iEher. In Beiii^iiy, 
iiiteteslingEy, eien ivhen the dwelling is deniEilished bv 
munifipiil bullde/er>, the st.'mi-puEi'lit ttnarlverti spue etmlin- 
ut*s to evisE, cUid Ehe Idikiiig grtnip is filnuxl iht're. Ehe mjiri- 
.ireh tuily in t iintrol et I his her conEinuing domain. Otherwise^ 
CEpmmimiil WEirking space is Eealurt%f, 4s tm the beach at 
IkiEiapal. here the busy bcukdriip ef stM, txjuipmeni and catch 
Liiiistilutts .1 LHiiematie arena Eer the sub|ts:ts' preud dixlara- 
til Ills. Thus this lilm .ibeiit the defense* eiI spact* integrak-s thi-* 
talking greup inki a cineinLitit iirtifuLititui til subject-cen- 
tre] EtsJ space. 

(.)ne ef the itiest kemniEin misUpre-kMnceptkins abt^ul dEx^- 
umt'nl.irv Eilming in India, is ih.iE yEUi can't sluHit in puhlic 
spicis., KH.aust* ef I he camerj being festksi by the erowd, the 
crew ihrealeiied b\' nioK, the k*ns invddcxl by grandsEanding 
.stres-E uri hins. Warn of (he indepi*ndenls h.ii e sIieiw 11 this to 
Eh- utler nunsensL*. St*v'era] Eilms in my Ci'nrpu.s lake ki the 
sirex'ts Eir tacEerk*s, even where liEniing is fiirhid4k'n and musl 
be Ehri>ug]i sublertuge, w hcFeupon (he lack ef centrul Eif 
sEicial sp.ici' bi^iimes the tilmic and pro- filmic issue. The 
tabiKP en street sheelmg is a culture-centric eenceptien that 
denii>i the genius Lt| gn^up cullure atid ef CEilkvtive WKial life, 
assuming Nierthern/l’Hiurgi.tks standards ef individuali/id 
s|H‘4% Il and the fetishi/i'd ene-shet sub^vl. 

ORAL CULTURE 

The concept et oral culture may Iv all km Epttni IIh' iiieali/ed 
tecus et ahenatid p1litic.1L nestalgia, but i( still provides the 
nect*sscirv and cenert^te frameiyerk Eer kxiking at the Indian 
dixumenl dries Cultural articulaliens eiI space and lime (hat 
are spts.ific Ee pn -industrial er "nuKlerni/ing ' sAicietit*s Ciime 
ineve-rably lo ttu^surfsHV m colk^ tive spivc h. I his ma y ivell be 
I he malerial of (he elusive Ehird w'orld chriUiLilvp^ th.il has 
bevn the targel o( thisirists such as t iabrii-l ithiuigh he ixldly 
dotsiii't pursue it with regard te diKiimentary , .1 rather ebvi- 
eus place to Ivgin bts.aus4* of decumentary's aspiraEiiin lo 
Fi\efd ''real' lime and space). Ail ol the sampk' Indian films I 
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si’li'VtL'd jri.‘ >truLturiiJ by civTifliTiitH iil atAi ^:ul- 
Uirt?H m in llu- lirujx* tht‘ ^rnup'^ fiitbt-r 

ih.in. s. 1 %'; in (bt* hIHi,! wi’Llinii-ntiili/t'd sU^ryScIl^L^r <>f d 

him likt' Su^^iir Ciifu' .4/fii/ In particiil.ir, SJ* rrfJii“Ctiii bo sjid to 
hf >pi^nhoLdly c^bi'HUl L>f.it culturt^ as ^voll r^lfor^'nt mrnii>ifks 
of tho opi^nvmipus mjiivr JmJ oI^m^iiI htTo como out or Jihor^ 
ont sogmonis ol \[w ooituritmity (wi>nioii .ind mon, tho union 
and Communbt Tarty tittkuils). oaoh u ith its own a^oiidd lor 
a mvtho^wphio oral oonsEruolitm of the remeniK’red Siiori- 
fice. These mermjries lire ei>minuinicated, embellishedr con- 
firmed and fusei.1 Ihnni^h group sjHn^ h. j'he Him is a s^x\iae- 
ular demonstratkm ivf hi>w the process^^^ ol ipral eullure create 
a catalytic dialectical lension among diifereni groups and 
enlLT into commiinilv consolidation and problem-sol^ ing 
Cimup spirts: h operates on a aillwlive slmIc ivith a iranslor- 
matice ptiwct that is aiuk^goy;^ to I hat ti-f the individual sub- 
ject's acct'ss ti.> language in the ^^sychicmatvlic prtvess In the 
'"talking group" scenes of Sfit rffio' and llte other liidlan films, 
the camerav^ork. mi>^ement and aimpisition, as Ui-ell as the 
cutting, maii h the ^^lovv giN e^aiid-take of gnnip sp^^’ch. The 
camera pans back and hirth o^er the grt>up, folloiving I he 
dyi'haniic of individual sptMkers chiming in lo reinlorce each 
other, ^lapsing to gi\ e Mimeone elsi^ the LUithtinty sjHsik, i>r 
whatever. The priKt^s in^'olvi^ the choruses ami refTHiins. 
repetition and cadences group discussion tand incidL^ntally 
of other lime-hAsisJ arttorms from musie to theHiln,^). The over- 
all paltern of shi^l length, stsjuence structure and editing 
metre often replicatt^ I he slow but inexorable group priKess: 
tlu- first confrontation with the cnsis is tollow i-d by repc-alid 
interrogative rheh>rLc in the first pt^rstin plural (**1 low can we 
leav'e tlhe Earlhl our Mother?"!. loth>^ved by the sh^iivly 
cemenltsi communal rc's^kutionr an atfirntallon stllHn the first 
fH’rMPn plural ('"It we sEikhI ti^ether and fought, we ci>uld get 
something.'") In the senleiiees at the head of this artich’r 
Frant:; Ha non detailed a simiiar evcdulion of rhetorical nunJes 
— troin lament to indictment, and then from ap^xal to coin- 
manJ — undergone hy the Third World subjivt as he nr she 
uii>n'es fn>m iMslaliipn trom tfie j^xsiple to alignment w'lth the 
pixiple (though of course FantmS spxific ct^neern is the intel- 
Ic'ctual and artist, rather than the slum dwellers or fisfciermen 
who appear in Ehn'se films!. (Kanon 23^) The pnx:t*ss is 
not easy and the "talking group" tro^x-s reveal the need lor 
a>titinual re^X'tition and confirmation at each stage, thie v\'on- 
ders h» w hat extent eulture-eentrlc crileria enlert\J into I he 
rejection id' V'urLCs Trappi an Indian Naliimal 

Tri/e winner, bv an efficient t)lH'rhausiL'n Festival siOecln^n 
CommiEtte on the gn^undsot ils 'repetitix i ni'ss'".^ 

For the histi?rian ol the diK"umenlary, there is much fhat is 
recogni/ahle in the Indian iiide^xnideiit films of the WHils. 
They are reminiscent of a genera f ion ol Xorthern dixurnen- 
tary, starting ihirly years ago^ when ctirecl-siiund language 
bursi out of the shell ot the classieal silenl (wice-over) diK'vi^ 
mentarv. Thanks lo a \agra or a blimp, the silenced sub^xl 

3. Anolher C'-ermati ti'stival. Mannheim, has made up in 1*+*^^ 
for this lapse hy aw-anling A pri/e lit Anand Palivardhon's 
new- ftp Mciwory af fni'tuh, a work on the Tunjah ltisis w hich 
true to torm includi-s a rtxjuisite numKT of "talking group’ 
scent's. 


btvame sudden iv m'l^HTWefi’d with the gilt of sj^xxvh. In such 
currents as Quebec direct ehu-ma. L! h. NewsreeTs xerite 
works wilh urban .African- Americans or blue ct>llar w hite 
workers, i>r w omi^n's documentniri' during the const iousnt'ss- 
raising phu.ise, one rivogni/es a similar LCigerness ol thedisi'ii- 
Iranchised to speak out. TN^y gh the oralxullure-as-lilx'ralion 
methiHl ix riixlieally gels rexmergi/id, as m such rcxenl pack- 
ets oi renew ,il as All.!S aetivist vidix> in \orlh Amerka, or in 
I he dixurnentarx' streanx ot llw new* hlaek hntish cinemni and 
video, in general it fell increasingly intiv disrepute m the 
North in the late \^7ih and 1 WIs: the methixj sixmusJ no less 
subjt'ct lhan niny other to shi>rt cuts and slandardi/atioii, 
abuses, mninipu la lions, and excesses. "Talking heads" 
Kxanw, iTtteti uni airly, a cliche and synonvm k^r an aesthetic 
rut ol stalk tram tug and visual nxmot<»ny; Hw ideal ol '‘let- 
ting j.xxsple sptvik'', “LfupjFicr fii /^iripfc' Ixxiame mailer tor pir- 
ixlv (such as in Claudia Weill's denigralioii ol doLiimenlary 
in the rxxx'iil Canadian "talking heads'' feature documentary 
Cii/fruy the as the activity of fiOhwx mg ^XHiple arouml all 
Jay trying gel them to s.iy whal you w ant to s.iyl For Kill 
\iclu>ls. the inler^'iew film KxanX' a structure m which ihe 
authorial mice w as disguised or aK!ical<.xi, or both, in w hich 
the filmmaker btxame hi x entrilocjulst hiding behind ca rtTully 
sc^Lx tid cha ri sma lie subiecis. (I'^Hs) 

Such criticism of ihe abuses ot a methixl, htwvever valid, 
hardly negates its undeniable and conhnuing achievements. 
Ixir example, a filmmaker like fk^phie Biswiiinette, achkwt's 
through si.nipulous rtscxirch and constientious consent prtv 
Eixols a workable negotiatii>n tsf ethical and political aLVtiunt- 
ability. An author's voice can encounter in authentic ways 
and petha^w, even merge xvith the Scolkxtive! ^’iiices of sub- 
jecls. In BisMuinetli-'s / Nmm'w iVioPifxT?, ci pm ic skits 
are present^xi bx' her telephone opt'ralor subjects t^i shipw 
their working conditions. Thi'str skits coiistilute a fascinating 
pertormafive variant ot the '“talking group" pr^.vi.'ss, while 
anolher "singing group"' scene has an infectious ebullience: 
dix'umenlarx' brings musical production number onto the 
sutler market fltxir' Ultimately, \icbols" ideal of self-rt'llexivi- 
tv mav bx^ A tinkHy summons to an authorial accounlabiliiy to 
subfLXls and audienct^, but is il m^t al.sxi a euEturally-Npund 
aeslhetic articulating an inxlix (dualist ideology ol the 
fetishiyid authorial self? In this st'nse, are not Trinh's collage 
mulli-lax ered voicx^-tiver soundtracks for her I wo West 
African El! ms, for all their unset I ling originaliEy in their ust* of 
wild sound and commentary, simply I'lew" relinements in a 
cullure-CenEfii silencing of the Ip^istlcolonial subjcxl? No 
wonder such taxi lx's are absent in India and elsx'iivhen' in the 
riiird World. Inflcxted by xXiltufcs where traditional orality is 
slill w restling with ihe weight ot pnnE and midia Itxhnolugy, 
Ehe l%^>s giis|X'l of emancipxTik^ri’ speech has n-surfaeed in a 
collect! l e idixim Functioning as a kinxt of cultural empxmxt- 
mxnt wiEh a wide range of pnlitical ramLficatiorL.x, the Indian 
dirxxt cinema mate he's the EirsE-per'am- plural xif its subjcsris' 
dialogue with a miHlel of firsl’pt'rsxm- plural cinema lie dis- 
course. 

Thx^ oi'eMlI pic Eure of dirxxi dnema has always btx'n com- 
plicakxl bv Ihe higislic problems raist'd by Ihe rtx'ording and 
circulatix>n of dirts t spxxt h in mu III -linguistic contexEs, and il 
IS all the more problematical in the scmudilerale multi-linguis- 


J4 mimwt *1 


Ilf ^x^litLCiiE ihtr I htrJ V\\>rlJ. ll i> nsi Jiniht !hi> [\U' 

[iLiikir IhNiJc th.vt hL\> hiri L^J hihon filnmu^ki-n. rr^m St^mtH ni- 
hi SiniiiH^ tts k Ku^iirl Mu'ir n.irr.itivi^ ^ thnni^^hi 
n^m-vtTtMl Ltinvmunic.iUun. tntm jsiJ dtirnr hr ^xt- 

aiS'iinn -I lid nitht r IIIlIH thri,iu^h di.!k^^Ul^ .uni 

lhi% in 1 ulliiriL'^ whi-rt^ ihi,^ i>l shiiniiiii> Lituf 

Uilk pn'ts stilJ lluurihli Hn ^jmfiu iiiul HUvd n? jlu- L\iruiirr, 
iiikTL'viiiij;lv i the nur^,l dwki^i3t‘-lu-Jivv Mvtums pre- 

Nfn! ^■riiup'. Ji%i-rL^diltLl hv Ihv fi I ninuk^T. rt^-s^picl tvelv 

St."ni I rmiiiibi] i'kit»r> lUid ttsiiss.TipU'd l i n i I 

,iiid S.1 11 [ini's' IVlKi* inijxTJiiliMts sj^'i-jking mi-^- 

sii™ry Spniiihh Signiik antlv, ivhen I niih si^ratmi/^i's tiu- 

^■iiiir I'tniili-liriigLilsI Ll [;mj^riipliii: ri“[;sEin Sk^nihi.-iii'. sht' 
L tiiriis up 113th ihi' dLh. iimi'nt.iry L'ljuiwil^n! ul SL-mlx’iib’ s M\k[ 
SHinjincs norv\ i'rhsi8 iLUi^iiAj^t-: htT tru].x‘?H ut iin hitt\ tiire. 
tnusLL diiid khuiix' iTim d iHJl I hr ruHumit sixwh ? 

<- nrtvin^ ku k til itiulH-Jui^ual liidiM, thr tr^Liitupsidil hip- 
Jiiwn snlijtmn jnipuM^j bv tht- titlrml lil.ite's diM uinrnlnrv 
iirstht'iir WAS thi- ^ tiKV iphtkid u,irrjt3i>iT. iidi^ilv dublx^d tn 
lht‘ y.r^inti'i'Ei ur urijiLciil si^tr l.iiiii^u.igi'Sp thi> dcvirr h-iii 
thf wi'lminir .iddtliiin.il [luhtir.il jdv.iiitHij^r hir tkinikiv-l3i’lhi 
biirr.uirr.it> oi ilu' ttill distursis r <‘spnlri>t inhi ri nt in unr-u l 1 \ 
tup-do^vJi LOiniTiunK.ihikik Thr Filina Dirisiiin lu^rr likrd 
dint' I tini'nihi Astdr iTinn thr prt>b[riti ul thr rxurhit.int rusts 
Ilf thr h][ 4 h-r.vtLti intrtnsii U> thr dift'i:( itii-lliLKl. .is 

well thr injikiptiibilily iil thi' r^isttnj; 3PiiiiEn intriistniclurr, 
pei>p]f iH'viT ^.iid wliiil tlirv irrrr sijp|xistkj tn >.iv. In thi- 
must himiHts L\istv .1 HUN hirih nnitrul him bv O V Amr.i 
AihiP?/ iiv.is ni.idr in .i difrfKtnviiiii idiuin 

lh.it vi'.is hrib-liv in vn^ut- hv ei k*w Kilnij^ l>jvisiuni^ din-^rlurs 
Iniikin^; NtPrlh. Thr litni's purp^iM* iv^s tn pmnuilr IL l tS, hut 
th*- ivnnirn ^pr.lkln^ m iht- utli ri s(iit mlm it-ivs all rnm- 
pUini'd ahiKUl pruhlrmH and Mdi'-v-lircts Irnni tbr drvicr, thus 
t‘^^tx■|l\■l■lv tnrjx\!nin[; I hr prnjtkrr's gunJ and Viiiisinj^ a nisidt-r- 
j b If l■fnkl^■.l ssirir ill . 

Indfprndfiit Jik imifrt.irihts' chnicr ut a dirn t rinrni.i 
TfirthvHJ dihfs invur a liii^^uistic disadvanla^^r whrn slnnvii 
nutsidr n( ils lin^uistii ti'mtorv^ rr^^ardk^s nt is hi tFu-r thr 
L'hijsrn mrans uf Iriinsi.ittun is suhhllin^j duhhhi^ nr, morf 
likrly. ttif LniprLii iM \1 ■MiJutiiiti nt lii'r iLi>nti'\liJ.a] iTiti'r|.'>rrl3ii)> 
{tn ivhiih Hh" livr iraiislatur enters nilti the plim-vtxalitv til 
the I innmiintr.it mils svstemk Hul thedividvarla[»eibl transla- 
tiim IS iiulivri)>bixl by rtear pplitir^il kmrljls. in addition tn 
(hr denii s' ra t tr putriitial l»I niultipIr-dirLftiimal rnmmunira- 
linn, diri\i rinema ruunters (hr leiilrali/in^ ,ind hurra Lirratir 
ettivl n[ (hr l ilm'. [>i\' 3 sinn I'nicr'uvi^r ivith (hr prn[ 5 ,rainme nt 
re[;ienjl iruEtural aukint^mv svinbnli/ed bv the state Ian- 
and their rnutitlis,s ilialis ts. 


A hrOTE ON OENPIfi 

(Liender aku rn(ers this pirlure {as it alivj dties), hnth 
Ix^hiiid .itid in truru nr the L.iniera Et mtiy tx- nu arrideni thal 
all ttiris- n( mv repreM titatk r tdnis priviie^e ivomen as Mkial 
aelnrs: nn! rnnteiit with the rinJes til silent siirteFin^; th.it .ire 
nmniprrsiMit i-lsi^where in Ihjrii aVnrld J <_ inetn.Hsl, all pre 
M’nt gruu|>s lit w-nnirii ri's^xmdin^ vviih .lulhuritv tn iht^ ertsis 
and arlii ulalin^ i tHursts^ ut aetinn (il is nn at r idem rittier Elial 


.1 wnman tLllns'tur and rn-direrlnr are respunsihle (tir Sterf^iv 
and rispt*ctively. nur that ivnmen arr highly visible 

hfliind (he eaniera aertiss the entire si't’tiir n( independent 
Indian diKuineiitarv, re>;ardless tit w hether a tilm is akiut 
■'ivtinien's ksut-s/'l. In any lase* I hr hi^h. visibility nf wumen 
s.H>nlirnis tln-ir unelMlIen^LsJ .ind respected mtr as purs’ryvirs 
ul era I tiilfure, and as w ic-lders ta^ m atria m^hal puw'er, a I least 
within demts^lie nr sv^mi-pubtie spaa% ur within hcimn-Mx-ial 
public sp.u'f. An e\ceptii>na] 'talking ^ri>up'' shcit in yel 
.Hint her li]m, H/ffpek A /.ii'eiNr hi KfUT^ has great synib*ilic 
impart when a wimi.in *'ii.hj|iLs ;:1 cresses nver in (renl ef male 
s}xvikers te appnipnate the micrephiineand ihe^ (rame^and to 
Iransgn^s the clriirly delinc'd Hjemarcatiuiis ut wumen's pub- 
lic terntnrv. 

Similar pallertis Eit .luthership and subiect emerged w^hen I 
re-scrtviievi a dnven ur sti Northern rthnugraphie films nn 
I bird \Snrld sub[ects as a kind uf cimlniE gruupr w-^indering 
whethi'r traditinn.il iL]lturi:>s stmielimts. impnst' the '“talking 
gTiiup'' iriipc^ nil Niirthern dLicunientarists as a matter cif 
enur'HS I was tii^t surprisi.'d I hat nnly a very lew nl the films 
includisj ''talkiing grnup" s^vnes, and tht*sc' — disHippninlmg- 
3 v shurt fnr all I heir memorable Impact — sugg.estL\i that 
XiNrthern elhtingraphrrs rarely catch <in to the apparatus^ 
p,itenhal Mmsitwity to the slruclun* of spi.’i.’vh in their 

suh[is't sivirties. Ili the imfkni.ince of hnw things are s,ii:d in 
addilion In u'hiii. Signihcaiilly ninst of these stvnes inv^nlvc^J 
women subietis and srem tii have been constructed by 
women lI I rectors or I'n-di rectors. One iietsJ tint ascribe to 
crude geiivier iss^titLahsm m order to pm [mint the interface of 
siH:i.ii gender and dixiimeJitary style in kith Niirth and South 
as a siibjivt tor iirgenl further riesearch 


camera CUITURE 

The pres^mce oi I he 'talking group" engagi's, il goes without 
sivingr a ivhnk' %'nrnple>. ol cultural attitudv^s to the camera in 
tho hoA.t inrimunily, including larger cultural attiludes to 
representation and sr-lt-reprcstmtation itself For example, 
when the pea S.1 ill and working class subjcfts of the Jndian 
independi“iils are isislati.'ii in clnviipj^ tbv'v are usually awk- 
ward and inarliculate Cun like their Furo- American ctmnler- 
^\irts whom a xki Ill'll direvlor can nfleii gel In blurf out I heir 
divjxS'E tiflmgsl. Hut an Indian groupainfronling a camera is 
overtaken by a dynamic energy and an inspired gift of 
spt'i'ih, even a pride in Lacing I he camera together. At the 
siime time, torm.il demonstration scenic, a staple of contLShta^ 
lE»ry cinema in knh Norlh and Sciuth, are sometimes much 
stiller in In^iia, when parlicipants bcctime self-conscious 
a knit presenK^f Khaviours like unison chanting and syn- 
chrnni/iSuf gi^^liirp^ thal ctmlradict di'eptT-nxited .ind impfE>- 
<1 1 ^1 1 L fcrv gn py p con venl ii ms . 

The cixies ol group discourse in thi* face of fhe dix^umen- 
kiry L'amera, a*- m the public arena in genvTal, constitute a 
kisic nu'ilianisin lor a community to effectively control its 
own repn^'iitation. (his is the re.iMin why (he Indian films 
alniiist never reiisil Ihv^ clowning and grandstanding that 
characterise group scenes in the \‘orth (excepi pt^rhajis by 
curious cfiildren} and one risison fothvT than the obvious 
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w^hv N^^rthcrn t»de ut Lib^^-rwitkiitjl \'iTitc 
h.is hiid j h.ird timt* cstrtbliiiliin^ Tlu- i>bht. r\‘Litii'ni.it 

iriin-itTJ pruvivkL^s p,ilp,ible tunskm .is thf anics uf 4 puhlik 
fin’ll Ai^d pn.'st rihtid ivi-k> ji^n-nup dtscourst' itch to mvr 
fRJiTi- \hir unf^nniliHir, i|luHic>it-biiM%l nt iilIUi- 

rjl"' .ind "don't iiwi-k iit tboCiimcM". 

Ie mi^ht be .issuirt'd thji the issue's explortxl aNivr sitnplv 
i^^ithin jny etilEun.- .it wh.it Susjn StinUp, cjIIs the "e.ir]y 
st.ij^es o^ cfliner.i euiturt'"'^ Vet StstiU^'-s .irLcdy>ti^ i>l Lhsni.-M‘ 
jintudes to phologriiphie reprt*st*nMhon as F-umjt^t'tiErik Js it 
is iiiinjniplele, spe.ikin]^ oi the “ch.iracteristic s'isiifll ol 
M the tirsi st.ij^e ejmiTLi euLlure, when the mi.ige is 
dehned ds something \hA\ be sloleti trom its 

i>wner/'(SonEj|^ 147^, 171) As jh explanation tor (he C Kith^m^ 
iilsinL'liiiatiein to eapture mol ion or nn^iiardxsi m^^ments im 
filniH their kxinipiiisii.jn to "■'eamera culture'' needs fur- 

ther consid era turn, For one thinj^ the mHniphorical bt^iet in 
the danger ol havinj; y\mr inia^^e stolen is not ]imittxi toe^ii^tie 
primiti^'i-s: jud^in)^ I rum the evidence of the cam era ^hy dis- 
enfranchised and honu-less cri>wdin^ in on Sonta^'s 
Manhattan backyard or the Montreal j^dice caught wilhout 
name t.ij^s as they bash Mi^hawks or lesbians and ^L\y\ t^r the 
uptight ruhiii: Kelatums ciftkial at thu closing plant in ^[i^^cr 
a/rd Me — fhi' hehel in Ehesyinbolic M>ul'Steiiitin^ ^n^wer ot the 
camera would stvm to be no less leidesipread in Soiita^'s ow n 
L%jltLire. To put ihin^s dillerently^ what is at stake, w^hether 
fi.ir Chinese and Indian social actors {or lor our Vietivrian 
ancestors having their piiirlrait taken), is lun a su|stTstition 
lhal I he soul is stolen by the camera, but the instinctive 
assumption of the ri^hl ti> repeal one's stiul on one's ow'n 
terms in arntrolksi address ol the eamera. The impulse tsi 
"pose'", to control one's photoj^raphic represiml.itiim — 
including; tin' Northern post-KixIak ''pi.>sin^'' of sptmtaneilv 
— sis.‘ms eross 'Cultural lo say the very least. VVt^rkinj; class 
subjevis usually understand. whi.'n cauj^ht in a ►^itsup, tliat the 
camera wields ps^litical powder and espresso’s i'Cimomic and 
cultural difference, and lhal it must ht^ confronted with ^roup 
solidarity and ci>ntfol oeer the piiscv e^ne of Pa I ward ban's 
subjects cKiil]en|;es him in exacfly thi’se terms, accusing; him 
in etfeel of bt‘inj» a poverty tounst, Similarly,, in biith Ni>rth 
and South, and powerltsis ^roupjs often identify even ihe 
most ra^ta^ camera unit as a netwi>rk TV erev^' and conse- 
quently as an arbiter of power, either a sourci^ ifi redness to 
petitioned or an Invasive menace to bv^ chased away. The 
j^randslandiu}; pheiuvmenon in the North, lexmylxsppt'rs j^ri- 
madn^. w avin.);, or i>nx-nin)i. into llie lens, i^ften invt^lvt's the 
pevwerless and anonvrni>us "fH’i'tormin^'’ ^xiwer and individ^ 
uality to the camera, petitioning the camera k> confer identity 
on I he alienated sc4f. Cau^hl up in the desperate postnxxlern 
cult of spontaneitv and acting out the lireJ inheritance i>f 
Rtsmantic indiv'idualism, our camera culture sterns at a rather 
primitive sUge itself. 

TAUIMC HIAOS 

Is it possible to siiXx'ulate about hiwv our ov^'n six'ial and cul- 
tural fi>rmatH>n have infli^xtixi dixTJmentary di.scuurse^ in the 
North’ If the iropt^ot the ' talking gmup" has a counterpiirt in 


Furo- Amen can dixumentary, it is surelv the solitary inter- 
view', the "talking head ' If luir "talking head" is alsii retltx’- 
tive ol social organi/atiim. it is surely that organisraflon 
VVilliams calkxl "bsiurgtxHs-': 

'"an idea of sociely as a neutral area within whieh 
each individual is frtx' to pursue his own devekTp- 
ment and his own advantage as a natural right/' 
(Williams, 32? S 

Th<" long-take intimate ehiseup dec la rations of s^ibjects in 
direct -cinema ivorks from trtjfcfi’tF to Mr, Inmi 

t7jri:Mjr4fiicd'jrir Ffc to are sympfomahe of a stm ial idtx>b 

ogv i>rganj/ed around the individual, and, ivhat is more, a 
religio-iiTriltiiral iraditioiii biised tm the confc*ssion Ikilitics is 
privatsi^cxi and internal i/vxl, the s*Tt is fetishi/ed and drama- 
ti/ixJ. t he individual confronts trauma first ^uid ton-most in 
isi,^latioii. If our 'Talking head"' emlmdies the culminating 
p^i'int H.>t what Hrian Winston has ca Ikxi the Cirierscmian Iradi- 
tUm of the victim fFigurt^ % Kii\N*‘r aird .Me), it is alsiv ihe key 
trope ol the hvbrid intervievv format pionixTtxl by Fmik- de 
Antonii.>. In this formal, the 'Talking head" belongs nwire 
often th.in m^t tt>an expeft atid fionee becomt's nol confession- 
al in its funelion, but sieerdotah admimslt-riiig the sacrament 
of abso-lutiim to the conscience of the audienav K-stow ing the 
aulhoritv of scrijvti,jix' tm ihe w'ord of the author. (Figure a 
sacerdotal expert w'ltness, Margart-l t^iureiice, in Onr 

CFroUj'w are oflen stxm bul not heard in Northern dixumen- 
tarv, Most often and typieally the group appe^ars a I m long 
shot, and/or b> silent, spied iqxm, or iitherwisi- disi^nfraii' 
ehisi-d. If heard, gn^ups are often construetcxl tfirimgh the 
Common nL-wsg.ithenng format of the crowd on the stnxM, 
talking into a rotaling. dlrtxtor-controlkxl micropbi.>ne aKuit 
something trivial C'fioiv do you teel ahiHit ihe hypi>s' 
ehaiues?") t>r. It about ssimelhing serious, m the di,^irtxi 
moni^vllabie “"siiund -bikes'', lhal lend to sent] men la I l/e <''l>id 
vou all k>st" ex erv thing in the hurricane?"') i^r ridicule r'V%''hat 
are the cultural advantages in FI in I Michigan? " (Figure 7. 

iithf jMc). 

The excefi^ions prox e the rule: Frederick WTseman's preseTva- 
lion of ex^mm^mal institutional space ihrirnghiml his c^Hmvre 
usually siTVe's lo accentuate the individual's alienated places 
W'ithin the unit, and that environment's inherent dynamics, tvi 
compx'tilitm, mlskimimunLLahoii. reprt'ssion, victimi/ation ii*r 
iTustratu^n. SlnteTestinglv, the- camferameii rcsipt^iisible^ lii>r the 
extra tight, dexontextuali/ing closeujw t>f Wise-man's first lwx> 
films ntFi Jd FufJrtsi and lityh Sfhvi d'^) were quickly 

droppexi fn^m the director's erew before his habitual camera- 
man. William Rravne, with an eve tor the individual's sur- 
TiHundings, cameH.>n txxird ) 

An im^xirlaiil further exception can be locakxt in the radi- 
cal diKumentarv wTu^re Ihe prt‘»kx''l of col text ive e'nlraiichise'- 
menl is conseiouslv applii.xl tiTCiiU'malograptiie' practice, mi>sl 
notably and consisfenlly in wi^men's dix-umenlary Here, as 
has been noted by lulia l.esage, the principle of the cons- 
ciousness-raising grt>up is translated into dtx’umentarx^ struc- 
ture Hut even in the lilms w here tins works best, as in Jtxinne 
Flam's Ka;x', ihe group affiliation swms Itn lack an organic 
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kisiv. i>r ,it UmsJ thv sroup is thr pfiv^ininis vv^irk ol 

Hw him rjihtT than il> pnniisiv lliAf is, a>Tis|:ructi\i Ehnnjgh, 
riithi^r ihdin hv". thf eini*Tn.ili!: pr^Ko^s (liErriilU 

ihri^Uj^K (hi- I istfiiniirv JLn itx* ti( p^issin^ thi- t*smtT,s 4RTund 
till- tiRk'V Thv I’nd result vtitters slii-^rplv Iri^m the "t,! I king 
gri,Htp'' trupe in th.iE (here ts tvi Jimi 4 HU!ress oi the r.imiTLi 
and Ehe arEHiLiaS rules til tibserAatiunaJ illusion are niain- 
tamisJ. nil Is is ntit to mention Rijjv's prtittiet>t t^l pnH-t^st.»d 
\ ifn.ige n^x^siry to prts<'r\ r aiUTnvmili' hir the spt^k- 
erSn a protsKol ivhieh iiuidentallv ne^ er iKeiirs to S^i^rlheriiors 
shtH^Eing in ihe St>ulhi. In general, vehniiever group M-ti^ibililv 
is attirnu'd in I' uro-American dtHiinit-nlLirv is i>l(en all Etm 
lenuous, even in m>nien's and letl eineniii. ivith directors ever 
read^' lt> yank a Mihjesl oul o^ the ailks.tive eonteM and to 
era nk in lt>r stime flcisi-up “'talking head" itiEiniaev (T fs,ige 
l^tWli 

A no E her inlere^Eing \ or I hern e^pennienE with Ealking 
gnvuj’s is Ci<Kiard,‘ C iofin\ perversely meirii^rable stvjuentTe in 
KrfJr>/p a grtiup diseussn^n hv UEiioni/t.'tl aiUo 

\iorkt-rs aKiiit capitalism and piLve^i^ork i^ monilon^! hv a 
mtihile L'amera which in tad aljghl>^ its one-shot Ira me everv^ 
ivhen* utriHjnd Eht‘ gmnp excepl on the spMker ivhi **-e Voice is 
carritvl hv Elu‘ lipsvnc stHind-lraek. tkhdarJ i*. 'H'lf-reflexo eh' 
dtvt msEnicting Ehe ivhtvle instiluEioii tif hvnc-sinmd, and I he 
alienaled aMationship sit Eht* individual one-shtit lo Ehe gamp 
x'tsiee is inEt^rn»gaEts.l m the priKtsis. Who ^are^ lE Ehe cimteni 
ot the thsciission is kwE in the pavi.sis? lilsev^ hiTe in the ti Em. 
the i.>ne scene ivhere a syntax ol diax-E-smind gamp spxxh is 
rt'sjxx Edk the scene w hea* I he militanE stiideiils are dreaming 
up alti-rnalive rwoliititman lyrics to Beatks' songs, is a cun- 
ning semdup. 

The clash betiveen the cultural tonndation of ''talking 
head'" .ind "talking griKUp' Inxinnes svmpfoni.itiLally vi'^ible 
when Norlherti cinema tog raphers kH>k at the Thiird IVorld 
One ol the thrtx’ Indian dirtxlors nn^nEionixl above told me 
a hint his./ her l^viir ol the Nlti tu^e s/he had Kvn slH>wn 
ni Shi's ^hiU by an eminent < anadian cinematographer tor a 
him on popular nuisic in a Third World sociiix. Various 
scenes had untoldLx! bt^Eiire I lie camera acci.>rding to I he tal- 
king group" structiife, but I he rushes revealed that the 
Canadian cini^matogrnipher had consistently and unwillinglv 
^ingltsJ out speaking individuals w'lthin the Ira me. Eherehv 
distc»rting (he Sixial weai eot the pfo-tilmic event. 

hisfra Cifhtnt otters an even more dramalie example, with 
I he hybrid N'orthemiyixl perspexine oE its emigrant dinxiin 
and Amerkan cameraTnan cemeiitixl through the mixKitnics 
ot the skit and the stniclure ol I he tilm as a ivkde TTieciilkx- 
Eive S4K]al imagts ol the protessiorkil group ol w'omen cabarel 
duUicets an- thi.* cen I a^piix:e ot the Eilm, but I his primarv gmup 
identification is repeatedly lerenchid apart as a narrative 
impulse ?;eroes in on individual "'characlers'' — noiv on 
Rekha's lile-changing decision tts leave the group through 
marriage tan apparently atypical dihiEUiemenl ttm group 
memhcTsi and noiv i>n ki>sy's ^lageil return to her distant, 
long- abandoned and still unforgiving tamilv. Inlerestinglv, 
ihi'sc* shitls from sixial grouping oi thi^ workplace to the 
obsiplete attihjhmn wilh I he (iKJdly iK'cnk'iilal!l nucksir fa mil v 
an," replicatixi w'lth the male itistsimer group i>t the film. From 
this collective grouping iit lix-ring and tt>\ial customers as 


A 







wril. the- ^iLnln^.1ke^s *1 liki-ly t'*iiidiLi^TilL* jnd dnvr 

him hMrtic li> hi^ wile, dnving htimi' ibv vivid iHluj^K stmit*- 
wh.it Nuilv thvmv t>l private himily ideolii^y eLiiitradktin^ 
puhliL M.'vu.il enlertiiinmeiil. 

tine vvisiideT?s lo whal I'vtent Ntirtherii elhnn^r.iphers htm- 
in^ pre-indijslricit i^r '"rrnKlerni/inf;” vulttafi'^ -ire j^uillv e^l 
siniil.ir eii thrir l eommiiniti^.'^ thmuj^h the 

unwilling dephn'fnent iit individuLili/etl cirkmi.iite syuhivt's. 1 
hikw n^lerred h> my ran Jem gruatap t>l JirL'el-stnind 

elhnugr.iphiv tiltns tn^m I he si‘\eTitK^i and eighNes, ex-iniiiivM.1 
as .1 Lemtrul sample, e^xpleriiig I rum .in inilsider's uhjivlit‘e 
and M'ien title jxTspeeli^e eulturnil lurniLitii^ns within s^Kietn^s 
^^um Ama/iini.i lii VVi^st Atrit.i' ul tht^' uiily a leiv sIiei^-ilxI 
seenei* appruaehing thi^ slnictiire ol ihe “ talking gruup 
thiiugli mnst empkvvtM iihseTv.itii>iitili verite* and ''talking 
head '■ LMleT views. The lew films that did iiuurpurale the 
"talking grtmp"' did S4i laih' iii ineidental Iragments, w hit h 
pri\.iiet.iblv stia<Ki uut with gn-at vi^'idiiiL^s anN^I aulhentikitv 
trssui the e^inlinuum ot I he til ms. tiranada l\'> /tsjurtc iVf4jri.ef 
iVeFFfej/ < ]4H2> employed the largest nnmbe-r el "lalking 
gruiip'' tisrmatiiiUs, in i^hkh speeeh biihhksJ up tniin every 
earner ot ihe Ira me tdetermin^sl, incidentally, by a ptskuig 
tird^T thal hardly ct>m^pandi.‘i! to CMibriers non-hk-rarchKal 
ideal) The I liiii makers t tearly rixogni/ttl Ihe sji^t ial pnver til 
a gri>up“ s^t-ni". tor tht^y chose this as a pTivili'gi'd 

cunk hiding episiide in which the market veiidivrs sing iheir 
pr^xliul tlii'ine stuig. In I his respecl, I find nnselt wimdering 
tv hat T nnh wtndd have done wilh sync s^iund m 
and jViiAcd f ieiFix fiaiiJid. i^'ivuld she have ha^l hp 

name-drop I Indegger on (he Miimdtrakk had the image frag- 
ments ot arehitisliire, dance and sung been morlared by a 
Upurlh la\eT ot s]:n.i‘kh7 VViPiild her k>ng-shot silhinielles tin- 
gering in nitslhelici/id spaee. her ideati/i.sJ \ ision uf pre-ksjT- 
siriait tommunities Lnitonchts.! hy busis, cigarettL^s, plastic 
and C kKa-col,i have lxs.'n sci^ prevalent il the synv micmphotU" 
had bix-n part hi.T dnentatic appjralns^ 

In the \orlh, as I have intimatisi. ttu^closetip has a kinship 
with ihe ritual ot cmifessiim^ i^ilh ihe iilm maker (or expert 
W Lliiess) as cim lessor- An individual is is4>laUs.i and ctm^ilrukt- 
txl fW vikiini and his .•■'her confession is expresstsi through (he 
cudv^ P. 1 1 til]us4>rvl inlimacv. In India and t^l^^wTiere in the 
Si>nlh, where religious rituals are collective, not the solitarv 
Conlession bul the group djirs^EiiipT the Lkiseup ' lalking hea^r 
IS still presi-nl but has a sptvihc and dilletent function. Mere, 
the "lalking head" is usually a marker ot material status 
rather than oi spiritual or idts>logi^at role Tbt* iine-shi>t suh- 
fL\t is usually showi n hav ing control inv^r sp.ice, more clearly 
arlikvilatixl Ihrough greater camera range an^i trim ta I compo- 
sitions than m Np-irthern conA'entions A characieristic Indian 
It vale is Ihe chair set iiul on tlie lawn, w-hich is perhaps the 
II III mate marker ent prn'llege with itsiKiM^vilion ol unprivluc- 
live and purely decorative land. Individual conlrol over space 
is usually svnimymous with mid dleniass authority, and olher 
tavtirite eon vent ions say il all: the bureaucrat sealLvt bt.‘hind a 
distancing Ji«>k. or the shopket^per enlhnined idly in tronl c^t 
his wMrt^ iboth hiireauerat and merchant following the dis- 

4. Iileralh ‘'stving", mtiri' Isiosc-ly '“tin veiling'', "revelatioii'' or 
'•prtscmce'" 


curs we tini vent tons ot public spatial ^^nwer .w well as ot dm’- 
umenlarv slii^rlhand) lo be sure, one also encounter'* iii 
Indian divumeiitarik's, Mimewi hat iitvpikallv. ihe isolatLsl vic- 
lini 111 (he V^'e^te^^ (.riersiniian sense (with a \otlhiTn- 
imitusl tilni maker as ottvn sw not tHTiind ttie camera), but the 
kilims 'in IX usually still, unnalural, and unprcKluclive 

Not that "stifC' automatically meapn ’ unnaturar and 
''utipritdiicliN e'', but it is the silliness ol the evpn.'ssive group 
(hat can logger the eliHjueiwr I't dinsl addre^-s rather than 
that ot the isolated and bc'w itdered indivkiual trapped in 
troi^t ot the lens. Tlie hilms Mivi'*tonN Maui Kaul builds his 
work brillianlls' on (he "stilt"' jx-ftormalwe ci>n vent ion ol the 
mu''ical gRTUp. lacing ihe cantera as iron tally as any talking 
group, ‘siigge'^ting a coininoniitilv beiwtvii kaul aiULl Ills inde- 
peii d e n t com pa t r lot s thal is ni>t i in nred i a i el v a ppa ren l . 
tnerfr/cpu and also mcor^itpnile jxTlormative nxalerial in 

tlie lorm ol *-lreet theatre, but ill is is usually inlra-diegelic 
rather than lacing the camera so that the inleraLtion ifI ^X‘r- 
kirtners and audience is preserved ). (.hi this side ol Ihe Norlh- 
Sinitii dwide, another excursu^n by tadard into the domain 

ihe talking group likewise^ prolits trom ttie uncanny cine- 
matic pole 11 1 la I ut the Inghlv sialic, stvli/ed and artificial 
Irontal ^XTliFrmance In TeJd Vit Hir'ii i]^72) a group of sirik* 
ers' I mn I ally imaged, direct -address songs and slogans are 
^Tipted and Inrmal. ra tiler than profiling Ireum the structure 
ol spjiitancs>us colkviive si-Xsxh. At the s.ime time Ciidard 
lias an .istute M^-nst- ol llw' Irameas an index ol pilitics, hc'ight- 
eiuxi w ilhoul a di>ubt by the stvh/ation he assigns the Ixiss a 
talking head, I be selhmt union bureauerat a symmetrica l 
thns- shol, llunkii.'s hs^hind each sfioutder, and I he ‘-joFpf^Pier>lc 
sinkers an arttully anarchic and crow cksi franw, with only ihe 
designated spokespeisspn hieiking righi info Iht' letix. A 
|Hiignanl ssing ’^^’siken bv a red-hp].xsl worker lo her Alerr>JCJjf 
PalroFF - the Sens — has ah ol the inten^itc’ ihe verite gtimc-^ 
of ik Ffjs/j laekid <. uriousl> thest^ example's if! jx rtor- 

mative tropes seem to anticipate an emerging North 
.A men cats va rial ion ot the di reel- address "talking group" 
t n ijx' : t h'." ra p dp V LI men ta rv . 

TONOUC^ UNTIED; LET'S ftAPi 

Lop iking at Indian mdejxndenl tilm makers reminds us not 
only thpit euilural variants dciernune cinematic forms, even 
t^ilhin the ■'intp.^rn-itional language" ol i3irp.v! cmema, but alsiF 
that aothetics an^S ethiLS..'‘^ioiitics are msep.irpibLe m the tdtx- 
iiEni'ntar\‘l cinema Hnnging these iii ms into circtilafion wa th- 
in mu luVihure, and analysing their iitflis tiims of a cinema lie 
idiom develpspeibS in our backyard, is m.Fl only a means ot 
reversing ihe image flow ^tgainst the grain ot nisi-im^xTiaL 
ism, but aissi ol re-examinmg hm^ WfiTurseh'tssi.x'ak and are 
'^poken tt> as documeiitarv practilmners, subjis’ts and con- 
susiiet^. 

Il IS thus tu>l inappropriate to ei^d in this backyard by 
retkxtingi>n the fjp umentar^'S rt“senib|anp.e lo lalking group 
tfoixs, K>th ikHfard's |V'rlL>rtnative styli/ations and the Jocu- 
mentarv cpilkvtiye u Iterance-- ot the Iktmbay slum dwellers 
and fko oi tk-ngal tishermen Take kFr example the encourag- 
ing rtxi'nt p^iir itt pHxiagogically tilksJ rap fX-rtonnance dtKVi- 
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nirntjnes, Vlnirloii Tipn^jms Uftfii^d Alisint 

[kirns' .iiiJ l\itrKin Ki\irns’ (ilm L^'J- Kdf*! Tho two w-urks, 
S.in hr4nnsco .ind MoMtriMlS Studio D ot tlu- \FB 
rt“s^-N.t tivvlvr dtTiw llu’ir astonishing ^ i^our as much lrt>m 
ihi.Hr styli/od ronditupii the “t.itkinj^ jijriTUp" as the ui>;ency 
ot their enlrafiehisefnent of v'luees hitherto seldom heard, 
black itien and ma rhinal /mini pH ty young wivnu n. Should 
it bt' argued that the jH'rtcprmalive rmHJe is antipathic lo the 
dmunientary, it must he counlered ihat the “direct" has 
iilways had its tiiiindalion in ihr perfornialli e mode ot 
s^Htvh. MortHi-ver the styJivatiim tif rap may well spark the 
kuR>-.-Vmencan diKumeitlary out of its IV-iivduced asiria, m 
which coltiytive ^'petx'h has lt>st its magic communicative an^i 
traostormatiee pov%er. We liave to learn to s^xak and listen 
together again Should Riggs' and Slodto Us "j^pstdiseumen- 
larib '' reliance on dramati/atii>n and scripting as a conduit tor 
miproi is-itionH he seen as symphimatie ot the gtobal simu- 
tamon where dHixumeiitarv methiids and cih1c-s{p| (aith value 
are irrelevanl, and where group lorm.atiiHis and words of 
command an^ meaningk^ — so ix.- it: there are lots oi iithir 
rough youthtiiE diK-umentartis i^ul then? — .\:orlh and SuithK 
vidcip and film — who haven" t heard the nvwn vet either. 
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The Bourgeoisie 
Is Not My Audience 

AN INTERVIEW WITH JOHN GREYSON 


John 


"Ti» im'.tinifont' who 'sJin/s true to their 
tit (he expeiitte of thvir iiulyfeely is ti iitut 
ends up wttlkiu}^ tit! <»r<T iieople!" 


Greyson h.is iH't'iinit* iTru' ihv di li^ i^ hIiiiI 

u ril krunvri MtWi* pri*LiuH.TT> in \tirlh AmcriLM. I li- ii\ sirkt-vS triiutk.illv 
on d inimNTot ^TtH iiEul jnOitii iiL frotiK ^aiii.T’ ds d priKluiLiT, kuriHor. pro- 

nitiliT for oshorv. u ntiT. liiHtrihistor. I li> diid if i Inis conlri.^ 

pntndFily on diul k^buin hut Ins torEiiiiL swinj; ssiWi- 

iv N'Kvt't^n JtrL^t diN-iiniontdry dinf I ho hi^ihlv lOTistruitk-J. IdviTt'd, 

0031 V oil! ol Arl ^ ulisi. Tins iuiii’rvk'iv linrnis p.irt .1 ldr>;iT '^lukly ou now 
tiini -Old V hk-o d IK 13 non t,m in i^ dUiuid. hasis.l ji-irtU oil rnti rv lo^vx i-vith ['n*- 
tkjitT'-. T]ii3«h It LtmcT'ntr.itts on Iho^^ ti\vti3ri.“s i>l fohEi's ivork I lint t-mploy, 
on^:di;o ivitfi. ,iiui lUidiTi ut doLumont.iry trnnit^ nnJ vou\ oiihon^. 

|\vo olhtT o( lohn's work hnvr dlwjys lEiEri^iiiil mo tho (uukhoii 

Ell oiiuu'di- iind tlio priKiiiolivo toEi^^iiin bt’tvii't^Ei fits roll" ns nn nido^H-nik^nt 
iirlist dud his obinous riirif rNr JOL'iiunkihilUv lo poUtn -il nin-i t’nifiiis 
M.nn'iEriMni i.T]tii;i;hni ijhii-illv stnmblt^ ovor n ^'olilirdl iirli^E \% t|h .1 si-eim- ol 
humour, nind am Kirolv vontompUiEo nrt lUiJ ^Xililiiiit ri.'^i’Ninsibihtv in ono 
siTiti'niT". F or llu- I ott Ll^ woll, humorous dri. iis|ii,s.idUv i>l iIh' nisiip -md Idi ky 
Eioi or si“t-t»s i|UiEi' pri>^>L"r. Si I ivaiiuy to know- how |olin niukTstEHid 
thi*^'^ oli'mcnt'i ol has i^ ork, And Ivow hi- nt’^ifetiiiti'kl Jii\i toiiMOEi lix"tw\'i"Ei jKilLt 
Ll'.iI LiLfouiitLihility dnd litods 4m lEidr^H-nJi-iit artist. 

lohn lt- rid inly opi'r.itis withm .1 political daskimrsi" ho hdx no Erouhli' 
dt^linin>i his art in tli.it iv.iv. li a ti'n'iiion diH> OMst. si net* oven (ho nii^sl kotii- 
miUtsl tdm .mJ vnhsi rruki-rs ofH"r.iti" m rOiitms i|uilo ilitloront Irom the 'ni'ai- 
-irti'His' thov work vvilh and rop^n^^nt This ootni-v up in iho intofv low ivhon 
|ohn rivoiiEiK hi'^ work with roroiilok AII>S Actiim \ow - ihoir hopH- lor 
isliiivilional hsils ami his trust r.it Lon with liij:X"s so nnirnwvlv kkiirHs .3 I lator 
trioiLl to draw out thts pxrmt hv askmj^ ivhothor ho iras anibiliou^. smeo all 
C an-idian jilni and ^ id 0^1 makeix, no m^iikT how ^TolLtioally nisilivatisl. nootl 
logonorati" -I pmhik iHTsoiki tor lhomso*h t's, not simply U*r Ihi-ir ivi^rk, to piro^ 



\ HitU'ntiiiBi JiiiJ ELUiJinj;. iiuic‘pt.'’nd enl 

miMia makLTN ^pvnd i iit Jhrir hmv lundraiNing. mi M.lliii|; 
niiL-ML^fl .1?* j o-eLiliveiind resptmsihlL* prtKtuciT is a iH\‘t'sstty. 

Jnlin .ilsii rf prL-sents a second ji^unL^rdtion oi Canadian 
vidtHi niaki-rs intvht im jiutn-rrliri); ihv dLiminaiiLV Cim'ma, 
hy slimni; \hv conviTition^ vnks^- art inhi cinematk fidkin 
and diK unnt.‘nljrv'. Sadly, I sw tittk' ink'a^l trtini Ciiit^ma aca- 
di-miLs hi thih cruL’ial moi'cmi^iiL My bias ^ihnul J ht- clear: I 
hope to viKoura^i* inm^it ativ'e The cinrent fasci- 

nation with more fully hybrid sptvinH'iis itilrij^ues me as well. 
L‘s|’K.s:iallv thiist' that K^att film and vidt^i convenlitins, yet 1 
jircat fernirnt in doctmieiitary and foresee its fH^w^er Ei> 
disrupt mainslream Cinema and mainstream V'idtM> Art as 
j;rt“aler than lhes4>-ea]li'd pt^slmiHiem hybrid 

Ki-aders should kt'op in mind that I have followed stan- 
dard inters iew practice: the taped conversation has ht*en 
draslically tsiiled to 'squeeze the wat^t out' and to read like 
written proS4V (Ji>hn appnweti and made some cha.ii^es to this 
i.vlEtisJ I i,Tsion.> Alsti, as in standard inteniew' practirVr ei ^"n 
in uHl h no^raph V tensiiin exists hL^twiS-'n a sort of psychoana- 
lytic nuide, which labours an unslructiir<,d j^^o-w'ith-lhe-lkw^' 
tnn\ ersatii>n. aiui an induclive/dcsiiictiA e mode thnit lollow s 
a s^Ht L|iii,si^tum nsutirie, h^tinj^ hyptslhesesj etc. This inters-iew 
certamlv reflecis a tension on my psirt K'tween questions ot 
authorship and more strucTural/malerlalist concerns- |ohn is 
both ri laM innhing artist and part of a larj^er formation of potit- 
ically molivatt\i, 'second -);entfation% video producers work- 
in^v m innovative diicumentarv'. C>n the one hand my inlen.'st 
jii h^hn's biography,, and quesfitms about inlenlicuts and 
arnbititms plavs on his work as unique pr(iduc(s of an 'impt^r- 
tant artist On the other hand, the Q. and A. li>Emat plus the 
qiievEions about a rlislic accounlabilil y show niy a item pis to 
root |ohn within ysditical movements and vidis>/film hislon . 
Whether he agrt\^ or not 

My conversation whth lohn ttmk pUce in at Ills ap.irt- 
nieiil m a Idninlo artists con^p, shortly afkT the preniien- ol 

This interview^ fivrms part tif a Wnik in progress, a study tj* 
C anadian lilm and l idcxi makers wi>rking in diHmmentary . to 
bv pubis shi%l by Betw'eeii The t.ines Press, Toronto, Spring, 
t‘^2, c l\^er Steven and Beh% i’t,’n Tlie l.i lie's. 


Pi I fit Was there anvihin^ in V'O'Ur hacki^n^und that led you 
unvard ctimedy, art, and K*inj; a provtKateur? 

jEHlis VVe >^ot a k^t ^>1 encoura^emenl at home to punt, write 
and do plays, and I went to a technical high schtHil rather 
than the universily route It w'ds when 1 came out ink^ the ►;ay 
comnumitv in Toronto that I started to pul art and humour 
together In the late 7ih there w^as an incndibly well e'stab- 
lishesi gay communily, sei the hun^our in the kapes and fH rtEir- 
tiianee pieces v^as partly a v^ay of taking that on, and to a cer- 
tain extent laughing at seime^ of the arn^ganl aspex.~ts of gay 
culture You always repecl your eldefs, I suppets*'. But t wan I 
to emphasize that I he humour in my w-ork is always lond. 
never vitii^us or mesin. in relation to I he communily 


Ih-ll It Are thert' pirtiLTJIar cun\‘entk>ns in mainslresim dtK U- 
men tarns that really Nkher yipu? I lave you Nxm able lo chal- 
lenge ihise in ye^ur ivork? 

JOflN Voice of CahJ na rratiEm is pretty high up on my bad 
list At the sime time I can think of gtiod reasons to use- it. as a 
WAV to shape' content and capture informatiiin, etc Pm msEst 
inleristesi in taking conventions and playing with (hem — 
m>t rejecting them. I think that's more u.seful. In Thr Workf is 
Sicfe fSicl for example, I use' an authoritative . ty|v oar^ 
ratof w* prov ide tols of information, but at the same time that 
narrattir is critiqued and their immense bias concerning AlilS 
isevpsist'd 

Conventions should be kept in historical pcTspivtive. if 
Vt^u Uiok at The Journal or at music video you set' that the 
mainstream continually appropriates and there's plenty of 
flux. Et's not quite as fixed as some lomial thi'ohsts lliink. ITiis 
year's binurgeois conventions are sometimes last year's 
tutting edge. The extent to w'hich TV' advertising appropn- 
att's thi,^ undergrt^uiid is phenomenal. But Tm just as inters.'sl- 
id in how jnHiple takeehanct-s w ith content. 

Pi ri R tkiw do you set' yemr role as an independent produc- 
er working ivith ce immunity groups? Ktjr in.stance, do yi*u let'l 
accou n ta ble to a pii rticu la r sector of t he ga y com mu ni l v ^ 

|l PH^ Before firruaf my wirrk broke into two camps, the gay- 
themed wiirk and the more eon vent ional documentariis. 
Most ot the work I's'e done comes out of commit ti*es (ink hid- 
ing tile non -gay work fsir Nicaraguan siilidarily and with the 
tTntario farmwi.srkers) and I S4*e my rok' as pari of a dialogue 
with thu'sc' groups. For the gay work I see myself as a spisikii.f 
in a nximtul of peinple. I fry- lo propsist' a set of ideas and chat- 
length. With the gay-ihemrd work I’ve felt that I cciuld cut 
UiCKse much more, but I w^ould nev er d ream of w orking I hat 
wav where' I wasn't cenlrally involvt'd, for example, with the 
larmwiirkers. 

In social change diK'umentarii.'S there is often a divide 
betwi.'t'n the maker and subiectSj and the trick is try and 
eras4' that divide. I'm more and more uncomfortable w ith 
that. In fact. I'm not sun.> I'd dE> aiu>tht'f tape i>n jNkaragua or 
farmworkers or any other subjeti So far outside my experi- 
ence I lei'l thal discomfort ev en w^ith gay f hemes, NvauM.' my 
own hjHx ifikhty hardly 'speaLs for' any gay community, so for 
example in TIac V%|irkf w fSiCii 1 set up a parallel discourse 
abciut the narralor w'hich I Nipt" suggihts an iiiternal criticisni- 
Also, at the K'ginning of Ihe tape' I say, 'This is a Ttifontu- 
centric veo-ion of thi- conference, prtKeed w'lth caution 

The stnjggle to define own's ow'n image is nnhi impor- 
lanl, and yt't I think if's t^m simplistic lo prestTiN- wiiat pexj- 
pie can or can't do or s.iy. I think in the recent controversies 
I a bold cross-cultural rcpresenlalion^ ed.| there's bt'en an 
assumption thal everyone is working with realist forms. In 
I act, many arlists are tryung to decxmstmct assumptums about 
ositism. akiul I ruth, about Identity Tht' indignation of certain 
loud-m<nithcxl whife writers in the Writers' Union, tcir exam- 
ple. has distorled what the real issut's of tht' deKile aclually 
a^^^ A much more pnxJuctiv e dialogue is happening between 
a neiviT gt'iieratioii ol arlisls and critics, interrEigating how 
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reprt-*^‘nMli£nts tij-i" dtid cimstnic^N thi’m. 

Pi' n K I .vt's L'onlj n uv \%'il li l l hfiTit'' tit t he imLlepimd eni pn 

diieerwi^rkin^ u illi ninirimriiSy gTeups. lUhI be niifcre s^x^eilie. 
When Mm v%^ere m^ikin^ Thi' js k ISiiJ did M*u dis- 

cuss (he s(TiiLlimM>r the p^»filies ai the t.ipfc- u jth pi^iple in ihe 
A3r>>comTiiiliees?Or did I hey >^tve Vina n^ ^^w h,ind^ 

Jt>HN It iv. isn't A teritiiil re],dinnship sinee I l 1 niemKT ef 
Allis Action \ovir inside the gri>np I spent ii let et 

time tidking ti^ isther people m the >^roup, is-orkiiig Lin ihe 
c*imipiitgns, nnd doing inlerview*, to Imd inat -ihout the 
gfL "Up's prisintii-s, tniiig out idejs i^n them. Si>inetiitn,«s Tim 
Vii't fciskiiill iind Ci\H>rge Smith ivivuld jest ro]l their vviAS amt 
siVh 'Oh gLid, thiit tlreVMni. he's giHUg te do hisiHvn ihang iu> 
m^iller ivluil wv " 

T^fe \Xiirhi tSa’i > kvivt^siHal the ■slrugglt^ th-it u-ent 

Ix^hinLt the sceni^s .imLing the aetivists ,ie thi^ \Uintreiii eonter- 
enee, t^sjxH. iiillv I he eLiniliets bt^tu i'en the \ev%' "^‘erk AC T L'P 
delegiUien ^ind everi one e]>4-. It mn httle impLirtiinee ttmi- 
piired thi' niinienst^ siii. eesH ot iiur aill l 1 Kir.i t i\ e inti'r\ eri- 
Ihms |liii| leivk. 


Pt 1 1 R Did vi ILL ctmsideT t h«i t st'lf-censsirshi p? 

J til IN C envirship is siieh j bu//ivitrd- In ^nv tvise ] mueh 
preter the nolien ot >lrjlegie tdmp^^^ml^<^ It's a tjueslii'm tit 
engiiging Jiid negiiti.iting with VLiur siibj^H^^t;*, since you sl%irt‘ 
their subjes, tit ity Making t.ipt's likeT/ic WtnU. invtili es n 
MM'inl contF^nt of respi>nsibilities, ol ri's^H t t tor ditferenLc's 
wilhin ,1 group. Imposing n particular political or artistic 
vision is inevitable, and can't be erased, but it can itlso 
btN’iimi' sellish. To pne anytme who Slays I rue to their t ision' 
lit the cvinm-se iii| their subjects is a pig and ends up walking 
all oi'er pcsiple^ 

With T^rf VVer/ik.. I vi as ven much incolt id in ihe conuint- 
ti.'e and an tivl to capture all the work ive had Kt' n doing — 
thi- I'cj-n’nenee and ihe L>ierlapping agi-ndas Vel obc tLiiisli' 
some Lif w'hat's in that I ape were my concerns, p.irlicularly 
thecritic^ue ol the C B.C . and the iittempt to show intemation 
a I iictivi'Him in Aids w ork. 

Pm It The Ptnk PinipL*rnel was Jinie a I the wme time and ki 
sime eclent usc% difti-renl artistic stralegies tor dealing with 
similar issues. 


I>4vid Ckin/jlrs in jahn <iPey Min\ Unnal 




(ciHS Pink... mi‘.irLl lo j prL>p.i^.ind.i t.ipt^ lor Aids 
Ai’tioii. Nim-, u'hiTiMs TVir WtiSi Jesi^ni.-J Ui bv ii 

brtvKkT uvtin ii'ii- Pirrt .. W4> to on thv strug- 

gti™ ovtT trt.MlTrn?ni driigSH so I Icxiking tnr .1 met.iphtiT 
Abimt lhoM.‘ issuL-s. I.Hiring I he mtxii.i u'.is luEl ol the 

Kri'tii’h Kevolulion hii'enti-niiLil, v^'hich '^uggi'^tid to nio the 
54 .\it1oE l^iTitp^Tnel anii ^ Itumonni^ w^iv to ivith mv *^uh- 
[ix E All^S Al t to n Now Wn-^nled j IjrgtT .ludietu e jnd wv 
m^itJi'd tia gii'o ^>ei>ple a ot whji dcEivijim e.in mt-Jii in 

Ci>ni,toti' Irrms. Ot einiiNi% ] mv lawn coni'erns inha 

IMNK ... AS wv\h inthsding .1 ^nEit|iiei>l (he swwping imthori- 
ty of sale s^3\ canipaignSn iho *ilulf atxiul dandieSn and I ho 
other in-foki-N atxmt litmitiaLer^ and lot^t gay history. It lusn't 
that v%'e]| as a rwruiting tapt^ hir the gmnp Thoy UkVtA 
something shorter^ mtsre pragmatic a rkf illt^odll^tl>^^^ 

Piter Vimr ]ali.~s| wo rk Ita s a do jvtid / pla visJ U'ith I ho ctm- 
ventMin"^ oi T.V. and music l That contrasts si>nieiehat 

v\ ilh yniir first tapes that came out of vTde> pcrtormance and 
siKial diKumentary. Does that change stem from I he more 
advaiiiTsJ tivhiu>i{?gv noW' availahic in ihi' commtmitv acci'Sis 
prixiiictiiin centres or di.> you ttvl that T.V style should be the 
mam discoursi*? 

\mi\ Karly video historv iv all abtivit the baik and torth 
between high art and community documentary, and It's 
imporlani to renu mt>er thal some oi the most interesting 
cluillenges to einema xi^nle land direct cmetna, ed.| eame 
from lidtxe Nuwadiis's, music video is the only place where 
thrum's any visual innovation in the mainstream — I'm refer- 
ring to thi^ir layering of imaged and uises i>f abstraetion. I^it 
course, !ht‘ formal evptm mentation only takers place bt'cause 
eT.ery^lhing is firmly anchoni'd fo the image of the lead singer 
jikI the Icigic of the format. 

Tm interested in expanding my audience, making the 
w'ork fun and engaging, and producing new content I'm 
interested in taking images apart and putting ihem back 
!i>gether. ] line spr^ial efks.'ts, parlicularly the rrrEVUjitF^y+ i>f 
special effects, as counferfH^int and as an oppoTtunity lo 
evpand how we hxtk at iht' wi^rld. I often think of Vertov's 
Afapi Yiftlh \t Mlpete' Cappirra and his immense ei^mmitnient to 
tt.chnii.al innovation in giittng acripss m-w ideas. 

Fi TiK Vi>u stated a moment agt> that you didn't w^\nt to sep- 
arate technical elfic'is from co-nlent, I hat vou hi^picJ lo get 
ptoph^ invohcc^. Th.itS als«i relatixl to the humijur in your 
work isn't it? 

Jiiiis The dtimmant tradition in humour assumisi a t'*<psition 
at a mythical centre, like the mainstream sland-up ci^mic, 
Then I hertz's cumm unity humi^ur I ha I speaks in the vemaoi- 
lar and h|vak.s Ivt all thtM- tHHiple who weren't In the stands 
up asmic's audience, nf disenfranchiseti audienct^. My work 
differs slightly from bt>th My victims are institutions and 
conventions. Thi- humour i.sn't witty repartee contained in 
diakigise betwixm the chara<.ters. It growls from tfu' CEinstme- 
tion of the scene — like making fun of cheap tricks in music 
v'ldi'os. 

I've never likid llu^ arrtsgance of the straighi w'hito avanl- 


garde film tradition. For me it the suh|ect pnwes difficult or 
demanding I irv to use humour as a bridge over the tough 
spuTt*-. That wav audiencis, are more likely to stick ii oui. It 
comes back to acci>unlabilily. Artisis have an immense 
rest’tonsibilify to communicate and resptmd to their audi- 
encis. I hat's w-hat 1 mean bv strati-gk compromise — negi^ti- 
atmg that ri-sjxpnsitnlLtv. 

I tike the siurea lists. Magritte's a giMKl example He was 
both incredibly philostvphical and plaviul. He knew that his 
audiencist wemn't giiing li> ttplk^w tiKi far wilh scienlific theo^ 
rii^ ot t"*tTceplionr I'te. stt hi^ made his paiotirngs erigaging and 
p^^pular 

Pi ri R Whv don't mEpn," ^lrtists uh' humour? 

foii\ I fumour has been i^ne the central strategies of \ ideo 
and |HrEi>rmance art fur I he pAsl dis.Mde (Tanya Mars and 
Marg M<Mpri“s linr i^xample.) Hek'IihI change ilofumentariiins 
h«ii. e often bk\-r\ temfiiM of humour sintv il only Memesi like 
laughing at I heir suhttHTts w'ho were opprt'ssisJj there's rhilh- 
ing tunny aboul i^ppressum. Il's almost bts-n talxKP. I-Vi^rk 
co-ming inil ot cpppr<.«»M'd common itii*s st'ems mi>rc^ likely to 
use humour as a fight-back, empi^w'enng mechanism, helping 
to get tH^iple through. With AIDS, it's a way of getling us 
through this imim nsi^tv hcirrihletime w e're living in. 

Pi ti k t>ni' aspcsT of Tire World is Sick (Sic) that bl■^the^ed me 
was the Use epI a man in drag for the Em-screvn T.V. repiirler. 
Tha( device of the W'oman in audx^rity who's represstM but 
gels turned around by being sexually liberated seems prctly 
stale. 

JOHS Well 1 think a man in drag is alw^ays an overdeter- 
mined image. I'd like to ]i\ e in a w'orld w^here a man in drag 
IS onlv a sign lor a mail in drag. The limsiturss Eif the drag wa$ 
deliberate, Sometimes s/he Uxiks like I Isrpj Man. I wish I'd 
laken it much further and toiind a more constructive w^ay to 
skew- the pi'isitii^n of the narralor. Of course drag histi^ry h.is 
different streamSr like (he incredibK' bitchy tradition of 
straight drag in England, W'hat you see in Tfte IVer/iE,. is dif^ 
fen-nt frEim that. The w^omen I've talked to don't find the nar- 
ralor in drag ollensive. just weird and distracting. The issue 
fkiis come up with audiences and it may detract from the more 
central issues in the lape, such as the Ickus on inlernatii^nal 
grass-Ti’Pots activists. By the w‘.i\% tlw CBC n‘[.virter is not 'sex- 
ually' ]ibt«rated in the latH' — s/he jn*ius the demo for reasons 
of political solid an ty. 

Pixiple in the CBC' jrre reprt'ssed. They' don't lake' chances 
and they're incrt^ibly threatentsJ by the spuvtre of video 
artists and indept'ndent pmducers The Ihing that ket*ps inir 
wmrk off I he air is their concept of ixIitiErial control — they 
hrivi-n't had their dirty |iaws all ovi^r tho work from the begin- 
ning. and s^'^ as a risnult they' lion't w^ant to air it. They know 
the' importance of the Issues we deal wilh bul they' wani to do 
It themselves and repackage it info their owm boring and 
depsditii'i/i'd formulas. Wv're threatening bi*eauso we di'p 
things for ourselves. 

PtTi R I tow d i p you see I he NfB In all I his? 
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1 h.ivi‘ \ill\v hup- hn the NFB .md it's not jus! bt^'jusi- 
thi'v Wiiti'! h\ g^1y^ in. They stvm threjitened hy mnisv^tion 
.add [ek’d to rntdiiKTily. likt- the CBt' I prefer the 

whole thin^ under .ind hjve I he money ^ijo to independenl 
arlists. I he jrls cound! syst™ of iirm's-length tundin^ jnd 
ptvr juries credit's d more pnduflive jnd equiLible sihJdtion. 
Thdt system cdn he lobbied and ihe com muni tv can have 
much more say in iis struct un-s. Alw, it prov ides an entry 
pi>int kn firsl-time driists. Every other structure tends pt^- 
pt’tiidte itself at the expense of artists. 

PtitK Has vour wnrk been influenced bv film or videti theo- 

ry? 

John Obviously. 1 can use ds dn cxdmpic I was inler- 
eskd in exph^rin.^ why the issut's of washroom sex wertm't 
bdn^ taken up in the f^y community di'^pite the efforts of 
Court watch and The Kij;ht to I'riv'acy C ommittee (two groups 
that protestid police surveillanet* and entrapmenl of men in 
washrooms ihiriiti addrt'sses the incompalibillty of various 
intelkvtudi discourse's and refers to academic segfi»gdluin. it 
attempts to decenire the author's voice bv has'ing the six char- 
aclers serve as sii: rL.inrdtors. I did a lot research for Uriirxr/i 
liHiking at Torx>nto crime lahloids trom the fitlii-s, anni lysis 
from a civil ItU'rtarian point of view, and I dissmvertd Leroi 
Jones' play. Tht* 7nj/ei. Foucault's anaH^is of the construction 
of sexuality in stKiety became privileged in the film. I felt 
there werc^ fumlamental contradictiiiin.s bt^tvvien Ehc-st' soum^s 
in apprtiaching this complicated issue. The gay and lesbian 
characters emirndv thirst' ci>m plications and contradict each 
other. 

Pt.TUt You are one ol Ihe bi'st known vidcv pn-xiucers m 
Canada and incrtdibly w^ell connected. Cameron Bailey in 
Toronlo's Noiv magazine put Tk' and PnsJL PiFripiTUcI 

in ihc' mp tL^n aid calUd you '^.'idwi's Kid bov'. Du you 
work at that? Would you c<msider yourself ambitiou.s? 

Jc^HN It's inaccurate to call me vidin>'s bad bt^v. Li. its of pe\>- 
pleare doing it. InC anaddr Mdic f^aradis^ Cohn CampK'lL Ji^e 
Sarrahan and rdul Wong are si^me of the queer bad bi>ys. 
Their ivtirk may ni>t iipjxYir to have as obvious a political agen- 
dti as mine perhaps, but we I’lave a lot ot olbtT things in com- 
mon. For myseltr I want dialogue with gay audiences. My 
wi^rk has riever allempkNi to ct>nvert an uninformed or hos- 
tile public and bnng them i>vlt to the wonderlul W'orlJ gav 
liberation. The tapes w^Eiuldn't really rt\ruil anyone. My w'ork 
trie's in invite ixx^ple in, I wanl to engage w'lth feminists, start 
a dialogue, such as, f lere‘s w'hat gay men are up to, what do 
you ihink^' 

Ambition is a w^ord we re not suppinxM lo think aKiuL I 
always gi.'t defense e IVrhjf^ my v^ork is known fi>r a few- 
rtMstms. I'v^e produced eightr'en works in ten wars w jxxiple 
can say "this guy must K- doing Alsts, it's fairly 

lopical Perhaps mos4 important has beim the wry suppi^rtive 
infrastmeture of gay and lesbian fesli\'als I hat liaw brought 
iuit huge audieiiCL-s. I w^ant to rx-ach a larger audience. 

When 1 startiM working in the tvirly eightit's artists were 
giving up on the notion of videt^ as a discrete praeliw. They 


fell off the high m^idemist horsen slartt'd lo re-engage wdth 
di.N-umentari' issues and the dominant nudia and began the 
rebirth of a much more engagi.d avant-garde. I was really 
lucky to start w^orking in the eightic's as a gay iriAn. Thert^'si 
Ktm a strong cemfideni gay community ihal keeps growing 
ei en in Ihe face of AIDS. Sl> I didn't have to do a Woni fs Chd, 
I felt free lo experiment. 


GilETSON WORKS USING DQCUih^E NT ABV CODES 
i* VViurks discxissfd in the inten iei.v 3 

THF: VTSITATIDN m> 3/4 inch vid<v. A pse udo dtxnjmen- 
tarV' with pc'rformance sequences on gay life in Toronto, 'nar- 
rated' hy a gay radio station. 

-MAN/ANA r\>R MANZANA 1 ^ 2 . fk^ta. A fH>rtratt of the 
Nicaraguan dty of Esteli, ftKusingi>n farm workers and grass- 
RHits ^ndinisla militants. 

*TO PICK IS NOT TOCHCX’JSF 1^143 VHS. Pridueed lor the 
Ontario FLirmworkers L‘nii>n, a lape that outline's tho it>ys and 
hardships ot seasonal la rmu'orkers in si.ruthw(.*stem dotanj^T. 

MOSCOW [X>HS NOT BKI IEVE IN QL EFkS. I^t^ VHS A 
construction' that u.si*^ diH'unu'ntarv MNjUencX's, hut alw^ a 
dix'umentary trame that uses construrtion^i. Ikisixl on a trip to 
a S^n k'l youlh conference and featuring KiK"k Hudson subma- 
rine movies. 

“LKINAI. I '#89. 1 8mm. A drama documentary' hyhnd based 
im Ihe am*sts g.iy men in Ontario public washnxvms, lea- 
luting analysis by Sergei l-isonstein, l^ngston Hughes, and 
other gay and k'sbian hishmeal figures^ 

'THE WORLD IS SICK CSJC) Bela 19HU On ihe Fifth 
Inlernalional L'BUiference c^n AI13S, 1489, \li.intreaL featuring 
analysis hy membcTsof Toronto's AII>S Action Ntm', a C.B.C. 
narratisr in drag, l\nk f ^anther carltHms, arxl a diz/y array id 
chea p vi d ei> el feels . 

■^l“he Pink Pimpt'mel Beta 1484. The lead character as dandy 
activist, smuggling AIDS Irealment drugs intEi Canada. His 
escapades juslle with di>eumentary and performance 

si'queiiCL's. 

V^her v^'urks, besi descrtbi-d as shtirt fictional Constructions, 
include THE niKIUSOr PEDAtKX.Y THE JUNGLE 

BOY il48S>, a MOI FIE CALLED SIMON {1^5). THE ADS 
EPIDEMIC nw. 

Alt tain's di^tnbuttxl by V'-Tapt', except Hruraf, which is 
distrihutid bv DEC Film and Video 
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Without Glass 


THE DOCUMENIABY GENRE 



b Ron B u r ti t t 


I ft Irtfr hv Mjrkrr 


Ifi 1991 during Q public prefentcition m P.iri^ .il l .i 

Fr.inLJistN ItMn ihe tolk^wms: 

*^1 .iTii Lin fthnsi^;r 4 ipliri'r diiid lI tilmm.ikfr. I tlis- 

CiAMTt'i.i thdl ihiTi? ih mt dilftrfiiLe hi’tw^vn lIih’U" 
Tni^nLirv til ms Lind fiction film^. I hf L iiu^md, %vliicli 
is iilrciidy jn drl ol the dnubk’. hich presents ns 
with consul hi Thovement invni rciiliti to llu- im.igl- 
iiAfV. etHjId ht*s( be chdfiititTi/iSLi iis ^ odtuhil oiui' 
h}^nnilioii which KilLinc^*s Wtvitsn VLimius concept 
Kill] n ni In dll ot ihis the l-i*.l thinj; ttv i^orry 
liK>uI is whether red Illy ds such FlIs Idts-M So^l ni the 
ph K’l.'ss et cred t ion '' * 

U>l ktiuch he misintcrpiX'ted bv purists i,il thi’ diKiinientLirv 
^enre hi- wenl on to s,iy Ihdt ds d tilmnidker he vre.itt-^ the 
rc.ilrtk-s he films. He stvs hiTTis 4 ’]| ,is a nulleur en scene' lW 
well ds semisme who hds tn Improvist^ evert thln^ ironi cdm- 
em dMj^e to CiimtTLi movemeiu during the shtmitiii^ of a film 
This pixsiix-ss is inspireil by the kind pt^rsc^ndl chniee-. winch 

1. From di.HLt3 ts premier led l 1( I he <‘e]t-brLit]i>ns lor (he ^ith 
tinniwrsdrv isf the N’litiiTiiiil Film IViv,ird m june ot 
3. Ibid 


nievilLiblv relv upm Hie imHS^in.ditin ot the tilmm.tker. Tht- 
ki v (i» Kout h'SHipprodcti here is the mle ivhii h he se'i's artifice 
plating in ttu- Lonstniction nl anv ]ma>;e or as he put it. the 
Wiiv the filmmakiEi)^ pnxcws irrf'spttiiee ol |;;enre is yltiniati'^ 
Iv lI ^hiirnij; of dream‘s At llie level t^if prinkuiiiin and pLTh>r- 
martLi- Kouch's siatemiMit Cdiii be st^en as a couiiterposht lo 
effort" on the part of d^Kumentarv film makers to Biveronvest 
111 I he realist enlerprisc* It couki atsi* point the way to an 
e\diininLition o\ whv inia|i^es whieh "'IlkiL" real hi-tve such a 
^^Inetlve lip pea I Mii^l inijHirtantly what Roi]4.h su^c'sled is 
that I hi' ini.i^e doesn l plat as Inin's irlant a role in the produc- 
tion of niisiniiij^ .w fil makers would hke ici K^lieve In much 
tiu- ^ime manner as t hris Marker m ’ ''hJfIh Su/i7i! , Kcmeh s 
',|.i(emt-Eit ^luiwtions I he pkit e ot relerenliahtv within iIh' dcH- 
umenlarv lL>rm and to slimed e^nv Isioks oulside oi the 
imaj^e tor an uEidersiiindinj^ not onlt ot I he nu"ss,i|iie but of its 
fi-lation'^hip to perlomiance and pro|ts:fit>n. 

In 198b Richard Leocock in a pits-e entitUsi "TerstuiLi] 
■t htni);lits amt Trepidices iiboiit the litx-umentaryr" - pri>- 
piistd some ot the same ideas .is Koueh. Hv the I'nd of his 
short dirtk le, how ever^ he n-lrt-iit% and discusses Ihe diH'unien- 
lari- a >ierire capabk^ of CLiptiinii^ ^imelhinj;^ true ^md real 
m I he weirtd. The ket word lor me is eaptunn^ For is I hat ni>t 
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miafll asmpdnenl of M'tJut-tism? To lh.it thv “fi-iir 

such is jusi A sv*iiU’ni uMitinj; ki he iiia>rpipr,^t<.\^ tis 
im.ij^t', Hi fiilLipst' of levels .ind tti Jifference. The 

pcpslul^te Jhiit I he re.il is open tsi e.iphire ciin only he nidide 
when the htmrtijki'r ini.i^iiu^ that he or she is in amtrul of 
(he rejilitv ihev An^ filming They .ilso hjve lo jitiniKine thal 
they will eoiiltiil ivh.it fhe speekitur wit! s^.-e. The desire tor 
s<'kitnlion in this c.ist' is .iImi l 1 disire for others to be stsiiiei'd. 

For the re^il li> .ip^Hvir in ni film it must first K- suhltTh-i elv 
iipprehendt'd. Tins rne^ms fh.it “it'' evists as the ferm oi a rel.i- 
lion, the rei.ll only becomlnji; set- if a specfiitor decides to 
tTigiij^e m I he process. I his is .1 slippt^iy slo^ie .ind itliisfrEifi^ 
why .1 tilfnni.jker m,iv w^nf hi "'c^.^pture" tht^ re 4 l as a w'av of 
cst'jpsiY)' Irom (he cimtrLidinion that .in ima^e remLims /r4sf ttn 
jmiiy('irTt*H^xi tii c of ii h.it i> shim n. 

Wht'ii Veil DlIvis, an N.BX . cameTiimaii dit'd hi Thailand 
during .in iihortiA ecouptl^H^^l he fell .ifter K'in^ shol. hut his 
c.imer.i eontimu^J to nm His dciith, accord in lo the news 
inixlja who usf\l the foivtaj^e wms riMordeii by him. th courst- 
that is .in impossibiliiv Bui ivh*il it ptunts out is .1 fascination 
wtlh I'isua living lhaf which can never Ix" M%'nH preserving ihe 
pnxi'ss of dying as if life and death can conjoin through the 
pi 5 wer of the cinetiia and ih^- ol the image. 

To ”scx" dealh on the s^xetm one musl see the death of an- 
other. Bui what then is one seeing? iXiring ||\e Vietnam War 
BuddhisI monks burned theinsr-li-es in front of niov'ie cam- 
eras. It was an acl i>l sufwme sacrifice, supreme pirofi*sf. Bui 
it remainid, oixv priiji.‘ti<.il on the sertvn iiroii telev ision, nol 
the nsistil. not even the preservisJ Hchings of death, but ihe 
death of our se]:^iration frotii ihe aef itself One viewtsj nUid 
saw ihrough an eni|iiitliy for IhtiSi* men what il meant lo tx* 
se'cn dying The monks knew that the substance of their 
prot4,«.| was visu.if, thev also tnidershhxi better lhan aiivone 
else that ''seeing” dealh iv.is only possibte from wilhiit life, 
and even then there was no guaraiilin^ lhal anvone would 
moum. This act of pr<"stTVjlion is tisilf an activity iif death 
K\aust‘ Ihe isuali/aliiins" of the cinema cannot in- i[u.inti- 
tied, cannot be risJuci'Lf \o the convenience of the image as a 
reproM'iilHslion 

The image dtxs* nol replaci^ Ihe reality from which it has 
Ksm "taken" ll.kusv tlie ^amem remo\ e siime pari of Ihe real 
onlo celluloid? Is tfie pit\e of reatily which the photograph 
appropriate^ replaci\i or reluninsJ atte^r il has been taken? t>r 
is reality in any case merely an image aw'aiting some form of 
rtvognition bv die t’ami'rHS?i but it is ihe viewer who is st^-n as 
an ap^x-ndage to a set of gn ens ivhieh sev.*ming]y delineafe for 
him or her llx' boundant^s KMwxx-n aigniiitm^ fantasy and the 
visible 

In 1989 Andre Poquet in .1 prest^nuiion to an ^jfcrjrjrfNMNTl 
^syttr^^sjrpw nti flu- flix'jippiei'rhi rv whtL'h formtsLl part ol the cele- 
brations for Ihe Rflieih .Anniversary of the \aiiEinal Film 
l^sird said the following' 

Keality in the cinema is rtducwl to whuil can be seen 
and heard. Sus.h infEirmation produces diH’umen- 
l.irv' w ithout a point of view, w liich makes lean 
liaudnllan .1 say ^It is pri'Cisely w-hen Ihtw seem the 
most faithful. I rue and .icairate Ifuit images are the 


miKsl dialxilical/' And it is increasingly such imagtsi 
that are M.mt Eiver the airwaves in rt'sponsc to the 
dictates of mass nu-d La hnoEogy. Ikiudntlard ctin- 
linuc.s, " ... tl is W’lxm the) start to eoiitaniiriate reali- 
ty, hi model itp when tht^y conform lo reality imly in 
ordi-r to dishnt if, w^hen they l€*li,s,copt' reality, w'hen 
they short-circuit reality, ihat images transmit 
knEiw'ledge." ^ 

In 1982 f int«rvf«wed Johon vqn dur Kfrukfrn, a IXMch 
filmmaker w'hose tilms have not betm sc‘en very much in 
NeimIi AmeruaH but who is recog ni/isj in Punipc^as one of the 
gn^at pratiitionepi of llx^ dixurnentar)^ cinc*ma TTie interv ieW' 
w'as published in a ditfercnl form in Crm' -TnKis. Mere are 
S4Tme crucial evcerpts: 

kov fit k-si rr So much iiE what vsni are try ing lo do in your 
films is a nsiponsc' lo Ihe hishir)’ ^il ihe dixumentar) , the* wav 
in ivhieh ihe documentary has tried to sc“l up a false* win- 
dow /mjrrEir on the world. The genre presumes itself lo tn* 
showing what is h.ipjHmiog in the reality around us hsit it 
rarely trim's fo bring iiul Ihe eonipleclly of wh.it il is shoofing. 
It rarely iris's to eng^ige the spis’lator in a self-n*ne\iv'e prsi* 
t\-ss to foreground the jfxiliHcal, economic and sixial context 
of which the film is a part The window pn^sumes a clantv on 
the part of the filmmaker^ a unified view of the world, a 
homogeiH'it)', a lack ol conlndLctioii — hiH lbt*se are perspes’- 
lives which 1 think yriu are Irving hi w'iirk .ig.iiiist. There are 
tw'o levels a I w hich I pt*rceive you opL*raling. t>ne is Ai the 
level of ihe rebility that you are Irylng to depict ansi show and 
the olher is a level ol distoursi* in w hich you try lo comment 
up^m and politicize the w ay reality is underslEXxl and srx'n. I 
would tike to undtTst.ind how you are afhx’hd by whal you 
are filming and then Iieiw you ieeX you are influencing the 
images and rea lilies which you shtiw. You are trying to 
include two s*-ls iit complex elements simullLUic'ously in the 
act of t Liming. 1 >h> the history^ iit reprts-enlafion. Ihe history 
lilt the dix'umentarv, OY'erwhu'lm the spectator's capacity lo 
reci.^ni/e the lei.et oi critiL|iie which you are trying tii eon- 
stnict? 

\'h\ uiK KYLhiv In my film .Spriugloiir, the econsimist 
Claude Memrd plays a crucial part. The* dixumi'tihm for me 
IS only p,irt of w'hat 1 am frying to do. I am irying hi acaiuni 
for a thinking prs^^^ss. The portrait iif C laude Menard is a 
doubli,- pnxfss- my inquiry^ into a tvrtHiin set of probU nis and 
his sell-refleMve atlempt to formulate an answer to these 
problems, bilni as a linished pn^duct only presenis the 
strongist stagt*s, ihe mtisr effective mtimenfs of a long pro- 
a*ss: that is, it puts togelher strong pom Is, and this dsies not 
allow for insight in hi the whole itinerary*. Claude Menard's 
interview *ax;tion in the film contains moments of uncertainly^ 
wlin*rt^ you may' feel that he is nol in the right sc*lling ^X’rhajis, 
but 1 include I hat uncertainty mi that the* speelatur mav stx^ 
where the whole prixi*ss comes from — mine and his. Everv 
time 1 watch f?ra' wnth an audieni,v I get tens** Ks:ause 1 

.^. Ibid 
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dun'» km»w U tl wi>rk>, whi’thi-r itr not p^iplr will Accept this 
InEru^Lori on tht ir noriTi.il viowiti|£» osipcricncc. Audience*, 
cspc^'l rt*?iu]ls, they cannot siccopl wi-ak phases in a 

prxKluct. This is where (hi- hisUiry and idet»k»^y oF fvprt'si'nla- 
tkm IS so stroflj^. lo me it was inipcfrl.int to tiiinsform the prtv 
cess and go thnnigli ihese uncertain phases and try- and 
tile .ludience a place in any discussion of llie film by in efftSui 
ofR^ning the lev I up ti> thenip reineeming its premise's. n^iKat’- 
ing the %'sewing experience 

Ri PS Bi isfc I T Whv IS it S4i Liii i.'sirla n I for you li> disrupt I he 

audience's desire for .1 linishisj prixiuct? 

VAX oifi Kitki v Thai Jt'^-seiids on ihe phast' you are in your- 
self as a filmmaker .md tor tne it changes from film lo film. 

briTUght rt'sistance whim il was shown on T V. and 
in the tjnemathiH|ue m Holland, but my nexl film was w'elT 
recfived. All my tilms haee breaks withm them to try and 
alert the audience lo Ihe fact somixiiie, in this case a hlmmak' 
er, is prest'nting them wilh a peunt of view but the images 
also hai e to touch thi' audience and iri>nically that may con- 
Iradict what I am try'ing to do. 

Ros Btitst ri fill you try and provide the audience w ith 
tools to unravel the idtsilogy of the diKumentary ? t)r do you 
think that it is ttie w ay divunientafy^ films struclure meaning, 
frame enunciations for exampiep which di'ti^munes ihe unrav- 
eling? 

Vas mu Kilmx I fictionai]/e in order to arnve at truth. In 
.SpruryJirwi:' you have iHsiple speaking and there Is llie prelen- 
sion oi truth - hexause that is the comm itmenl of the filmmak^ 
er - mgo and sii: these ptMple. listen li> ihem Li Ik etc 1 cau- 
nol guarantee thiit whal they are saying is iruv bul I can 
establish reljlionship-> K'twt-en the people spvMking and ihe 
audience w liich mav or may not bring out the trulh. 

During o rscent vi^it to fti* MoriKall Iflondi I ivorkisJ 
wilh .1 group ot video diKumentarians. I hc'sc* were liKal 
ple devoled to calalciguing and sav ing llieir culture on 
vidi'olope The impulse- lo di^ this c.ime in pari from ihe 
rapidilv wilh which iheir Iradilional cullural forms ol express 
Sion w-ere disapptsinng They wanted lo build an archive 
which would outlast them. They didn't care whether the 
image was true or not. In fad ihev s.iw diHrumeiiiary vidtxias 
s^imewhat similar lo oral traditums of ihe past To rtinlorce 
this point thev filmed elders seated in a primitive studio 
essenliiilly recounting xignilicant stones ol tiu* ^xisl bul also 
disHtribing traditional appr«paLln.-s to farming and the use iU 
ctKonut husks lo produce tw im-. In tx^th cases the ijuvslion ol 
irulh or tiction was irrt-levanl. The inuige served a particular 
purpose and its role as image was to "sjxxik'' alxml ihe sub- 
ject under examLiiatiiin. 

This lack <it s*-tf-renexi\ ily w as promsplixl bv the viddimakers 
as esM.mtiaE li> then task, t >ral history^ as a method pripfxises a 
kind of documentary' truth which is \‘ery allractive. Tlie elder 
spixvks with ihe same author! tv which he would ha^e in 
"rear life. Oiii“siions or repri^'nlalmn an- stxx>ndary btxrauM’ 
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the voice of iKt- elder supercedi*s other concerns. The symboh 
ic systems used by the elders aa- not stx-n as eonslmeted but 
form part of a body of naturalized knowledge which the 
vidixi image merely activates. Questions which I asked abt>u! 
their exp psuri^ti^ television and to the dnema wt-re disregard- 
ed. Thus the history of that exposure whieh crucially 
informed manv tpf their aeslhelic choices was aIsip seen as 
irrelevArtt. This would suggest that part of the attraction of 
the mtxiium is prix.’isely lht‘ ease w-hh which it can be taken 
over, the ease that it is, with which one culture can integrate 
Ihe concerns of another rultvite ihroiigh the mixliation of ttx’h- 
nology. 

There was also A pnsumption of auihenticitv which I 
hnind contradictory^ in pirt btx’aust* ol the studio settling but 
alMi becAUsi^ ihe camera sel-upr lor example, was deri^'ed 
from tradiHonal norms in place thremghout the lele^ ision 
indu^lrv. The vidcximakt-rs were unmo^■e^^ by my ^lut-slions 
about the US4‘ i>f ihe camera bet A use in part the aesihetic ques- 
tions which I raisid seemed lo bt^ iirt'levant. t he truth would 
surlace irrespxiive and the camera wms Ihe leAxl of their wor- 
ries. Tliey were more txmcerntd w'ith making the elders fi-el 
comlortabic in the studio (given the high temperatures and 
piHir air conditioning!. 

The crucial questkm here is whal x anlage piint can I take 
w'lth ri.'sp'ct to the choices which the Marshallese made? Il 
may be that niilhing of value lo indigenous cul lures can be 
vieldisJ in the prtK'ess of iransiation Irom ihe way' thal they 
use vidi.xt to my own prtxonkxT*”^*^^ atxiut the midium. The 
role of visual midia and nolions of M'll-rellexi\ ity aa^ more 
imp>rtanl for impi'rial cultures lhan for colonised out's. I.tut 
Ihesr attitude wisuld suggp.'sl I ha I colon iseil cultures Ihcm- 
selves ha Vi’ sipmehow escaped the intlueiiees of modern 
media H which As anyone who has Kvn walching the gmwth 
and dex'eltipmenl ol the eidexi easselle recorder lof example, 
knoivs is not ihe c.istv This still dix-sn't k^seii one ol the ctm- 
trai dilemmas ot dexurnentary and ethnographic work with 
th him and video. J cpr the ethnographer il may be mi>re 
inipprtaiil to uncover Kith the applicability and etkxts of the 
technpikigv (/ejoi to Set the kx'h nology work its way through 
tSie societv in i|uestion and let that stKiely find die measure of 
its i^wn. ^esp^ 1 ^se^ I think lhat it w'ould nol K' tixp radical an 
assertion ti> say that Ihe of indigenous c-ulturi.“s ttj 

loreign luiiuriii phenomena cannot IX' ascertained clearly 
until thosc^ cultures have devised siralegies of n'sprnsc*, what- 
ever term those rt^pmses mighl take. 

Working its w'ay through — ivhat di^ I mean? A priKx^iS 
perhaps w'hich may not he o^x*n to external eviminaliipn and, 
ivlthout wanting t^i push the punt hx> far, a proct-ss whieh 
mav prLPduee fcprms of internal and culturally spxihc im.iges 
which cannot lx- judged , evaluated iir examined from the out- 
side. I want lo U' can-lul here becaiist' I am imt suggesting 
that a vanlage purl cannot be fpsund which mighl pTinit one 
culture to exanime another, but then- is llw matter, and I con- 
sider il to bc^ an imp^rlanl one, oi how' we go atmul under- 
sLinding our oivn hisU>rx' with r!L'spx:l to mixiern nudia, let 
alone thi- history of other cullurt-s. 

There is a tendenLy, mamfL^st in manv etluiogriiphie and 
dix umentarv prxijixis but eii'en more so when film and videi> 
are put lo u^x', lo presume lhat what other culturt^ ehixis*- as 




bv Chri^ 



S.JIT ndiifillv K- trEin?vlaUHi, and it is This pn'sumplion 
which ! think ntiwi^ to conlolt.'d btN:.iust‘ w'hat is int-vitahlv 
invi>h t‘t3 an- csimplcx sign sysk^ms which out own cuUurc 
has had diifi<.ultv in intiTprcling k^r itst'h'r let atniit* h'Nr lathers 
This is .1 hiscinatinK and perplexing problem. It su>;^4.-sls .1 
kind of i>paqueness which the taii[ivers.ili/ing tendenck-s l^I 
mtHlcrn iiltn and television thetsry have not grapplv^i with. 
Bui the qiu’sti^.vn lUs'ds lo ho asked and it may in tael bL-appli- 
cahle lo a m^>re general H.jm-slion ctmeeming Ihe elkx ti^ ent-ss 
ot anv approprialum ot the real' iheserei'n 

^.>1 the other side ol this detsite aKnJi eullural spt'eifidiy 
what can tx‘ said about eounlries as diKterent his Australia, 
India, Taiwan, New Guinea, Tanzania, LsraeL tndon^.^sia and 
the Uniti.sJ Slali-s sliaring a similar and ensplitsive growth in 
the a\’ai1abilitv of 1 idLS> lasselle riLtordlers and eaniai^rders^ 
IlsPfs the presence ot ^ideo teihiiology. its mere preseiue, 
convev a set of similar eoncems, a niishing of cultural and 
artiskc i rad it ions? l>oes I he existence of mini -vidoi^t heaters 
ihroiighoiit Asia shiiwing a mix of tapes tri^m Hong kong 
and tlollyw'iHxi suggest lokfiprw modi.^ iil underslansling and 
torn prehension? IflotlywiKKiS challenge to Lialtural sptvif id- 
ly HlIs vel \ohv H'riousty evamined by diKiimentarians.l 

Eric Micho^li who wivrked w'ith aNirigsnes in Ausiralia 
addressed many of tht‘ aVusve Issues through his involvement 
with the uendiimu. Most of the detail w'hieh follow^s is avail- 
able through his superb monograph on the 

ii Tei'et^siopi.^ He talks aUnit hovv Ihe vidisrmaker. 
lupnrrula, sc'l out \o make a video about the massacre oi 
AK>nginal jHs^ples al Coniston. Hriefly, in a w'hite Irap- 
Y*VT and prosptsLiiir, Frederick hriHiks was killed at C Town 
<. reek near Coniston by tw*t^ members of the VValpiri lritH^ 
SuhsxxjtientK the police massastid spver one hundn.d mem- 
bers of the triK" and jupurrula wanted to go to live site oi the 
killings in order to retell the story from an AUinginal pnnt ot 
view. Aside fmm the fascinating di-talls i>l biwv the ta^x- was 
acluallv mnide Michaels lom merits on tite use ol landscapt^ 
shots m Iht' video- Thi* mtjst striking characteristic is excep- 
tiimally long landscape^ pans; indexsl tfuTe is morc^ attention 
to landn apx^ tivan to actors or action- This could easily be dis~ 
missevi as the result ot naive filmmaking in W'hich slalie land^ 
sca^x^, which proxe easier to record than moving pisvpic, 
riwive num^ altentiim. Thc^^ extremely long, uninterrupteii 
takes are ,i1m> asst leia led v\*]lh uTis4vphisticati,*d filmmaking 
Michaels goes t>n k> discuss how the landscape pii'ts are in 
tact \ erv complex and how every feature of the landscape^ has 

I trie Michaels, The Ainyri^imil Inveniien af JcJct^isnop in 
Cenlrai l^rtZ-l"^ iCanK'ira: Australian Institute of 

AKmginal Studies, I'^Bhl. 

5. [bid., p. iv2. Michaels often refers to the risw^arch in this 
monograph as fie3dwi>rk hut in some senses he goes far 
bt^vond fieldwork, pcT stv Me enters the realm of pi>licy rix.’- 
ommendations and has clearly written the monograph for 
researchers as well as politicians and burt^aUkTats. 
fi. Allen S. Weiss, "thjtside in: Some New Improvtxl Anxieties 
of InfloeJiLX*", Art & Texl No 1!^ iSumim-r, 1*J^1) p «7. 

7. Flic Michaels, "l"a^a-l-th^ography/^^r^ Text No p 4H 


a set ot meanings attached lo it. The meanings, which are 
stimetimes historical and often symbol ic^ eanncpi be undei- 
st<Hid by viewvrs unfamiliar with the cuitu rally sjxx.'ific read" 
ings w'Nch the Walpin eonfiT on the image and w'hich they 
expect the onage lo lontain. It should be mentioned that 
lupurrula made this vidtxT^taj^X" with a gn>up ot Walpiri and 
that all of the people invxilvi-d had had extensis'c e^ppson- lo 
white F'taroptsin culture and in particular to video through 
rental stort's m the district. It is iherefi^re even mivre fascinat- 
ing that I heir experi^;'nifi' as viewers wasn't translat^.'d in the 
\'idtxin^akmgand that they wiirkixJ hard to make themiMl- 
um reflec t tlk-ir owm cultural interests 

This sh^iuldn t bt' surprising btxrause there mmains a vast 
gap betwtrn the airnal of iw^w' tiThnologic.'s and the way in 
which thim- tixhnologies are iiscxT Thus, the availability of 
videi.> and the osx* to which the medium is p\d may not pnv 
vide Us ^^ ilh enough informatiipni as to ils effects In fHiditiiTti, 
anx extrapilalmn of effect may not be able to acecpunt for tht^ 
complexitv ot indigenous responses ivhich are kveated m 
quite specific cultural and historical framew'iprks. A I Ion S. 
W't^ss has commentixl on this in a rtvenl article in An ^ Tea?. 
"We might remembe'r, as a caufiemarN tnilc. the story told by 
Trie Michaels abiul ihe Abi>riginal tele^isiii^n pnigrani w'here 
all that 'we' saw was the most banal sort of 'home vidtx-fc' 
depicting an empty, bleak landsxapx^; bul the tribal members 
tibserxeM the confluence of Dreamtime and historical repre- 
seiuation, of myfh snd legend. In a landscapt' signifying an 
onginarx^ eveni of their ailtuixc It is prcx 1 st 4 y within such an 
ironic mtercultural misunderstanding that the 'magic of fhe 
earth' truly t^'apes us: even il w'e know' H.>f their history, and 
their grpds. we als^i know that their deilies cannot touch us. 
VVe can never truly know i heir art if we do ntit K^lieve in their 
god;^ 

3 f we take ihe atxwe at face \ alue then there really is little, 
at a universal lexeL to cimnect one culture lo another My 
own empathv for the Dream time for example, bivth as a m^H^e 
of slu-rv tel ling and as li^‘ed expenence diics ni^t miMii that I 
hai e genuinely understiKHl the w-ay in which AKinginal cub 
ture JfjEX-s the r>reamlimc. It means that whal 1 can say aKmt 
Aboriginal culture through image's is limitiM It suggtsils that 
the diicumcnlary form serves at best a limited purppise in 
criPssiPiy^ the fvmndary between dilk^rx-nt eultuK's. Only rcxrent- 
Iv Eric Michaels 4Ttlii|ued Bruce Chativin's biMik because oi 
ihe aulho-r's almost presump tui>us romanticism and clear 
inability 10 understand the complex hi.slory and use of 
''dreaming tracks/’^ While his crititpe dtH.*s not ultimately 
challenge ethnography ii is clear fh«il Michaels wms very 
much caught up in trying k> oeeramie any essentialist argu- 
ments w'jth respect to Ab^nginal xvalture. Me was koneemexi 
with how Hiuthors like t hatw'in use aUiriginal t'ulture lo fur- 
ther their owm aims w Kile at the same time (disax owing any 
connection to the forms of anthro^HploglL'al discourse w'hich 
thev are creating. Undtr ihe guise fiction /diary t ha twin 
transformxxf aboriginal eiuicerns into his own, bul 1 11*11 may 
w-cll bt' w hat is mosi inlerc-sting abtiut thetKxik in any casx\ 

There is thi^refore an inevitable tcnsi[pn bi-tWLvn the p,irtic- 
ular and the general, bt'lwwn the contingencies whith make 
LPiie historical eveni more imporlanl than antPther, and the 
ability which our culture' has tip ^^ituate our eo-mpre'hension of 
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furm?» t>l svinh^Tlic 
exliTncil li>inirnH'n= 

In UTTn-^ at v'ktit' (his is 3 vitv 
wnniis prnhk ni llu^ iniLi^i' 

— which camo Iruni s4>Tni’- 

wht-rf i^Im' — tend ^ kind 

at Ireinspiirent dircrlm^*!, an inltT- 
cultiir.il nevus, which makes tl 
M.vm as a thi^v can und 4 ,>T? 4 t 4 ]«Kl. 
l^Jt annlhcT w ay m i n I he ot 

I hat portie-n the VValpiri vidmi 

which deals with /nuiistripi' may 
send Us utt in the wren^ dmttii^n 
simpiv hecausi" tvE I lie Hv'mnlo^ical 
hi stun and Lulliira] ivei^ht of the 
term landsi’a|:H‘- This ditesn't mivin 
that a I'Mn of a InindscLi^x- is ruiE one, 
rathiT, the piin as siat h means ivne 
thinj; to us and another lo llie 
V^^ilpiri. And it we are lo Ci an pre- 
bend till' difterencm w'e must in the 
tifst instance^, bi- i^uiti*^ aivare ot the 
’eftecl' lehieh the lideo has had 
upt>n us. As fohn Von Slurnier has 
remarked An elhno^raphic/diKu- 
menlarv tilm or i idiH> can allempt 
to show the truth viewed Imm the 
outside as if lE is i^pi-ratin^ from 
w ithin ^ 1 would evterid his com- 
ment to su^j^mt that w hat attracts 
us to particular tornis ot visual 
exprmsion in ethluij'riiphv, to par^ 
ticular ways Lit revealing; another 
ojlture's concems and dreams, sto- 
ries and daily life is pri\isc^tv that 
wv can only thid w hich wv have 
already antitipi*dt\i as visuaL (This 
would explain the extraordinary 
pnpuianty ot t he dim unientary' fiEm 
first L'lOiJjfi f w hich uses racisl 
archival tilrns of indij^enous pmr- 
ples in New Chunea as finifayc 

w'ith the result thal it appears some- 
how to he new- even though thal 
kind ol toolage has been seen 
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bi-lore ami would under anv other circu ms ta nil's be rejectecl 
tor its racism. I he tascinatii^n w ith the arthU at malenal 
sivms to Iv situatiM in itsapparetit innocence, the mere tact 
lhal It ev;ists and the pleasure our culture gels troin know ing 
or at least presuming that we have transcended what the 
lootage rc\ CliIs.) 

The thenni-s which we use' in nk^tern cultun^s to evpiain 

S. lohn Von Sturmer, "^Aborigines, Kcpresenlalioii, 
Nts.Tophilid“, Art ri'.vf. No. p. 13^ 

4. Ron Hurnett, ''Hirst I onlact: The Hihiiographic Film as 
I listi»rical IXk u nil'll t", tpf t/ri' Secuiid .At^sTra/iian /l/sfiirv 

iTPJif f j I'm Lnwfr'rcFiic I Sidney Australian Film and E'eleVEsion 
Schon>ll. p. 


the tiiivlia to ourselves may tint applicable or even xiseful 
when appliid lo what the VValpin have dime. This raises I he 
rather inli-resting problem thal we max" he using wdiat 
lupurrula made to jusEily our nw n particular evpeclations 
al-HiiuE vidc't^ and Eilm as dticumentary and archival mcsJia, 
evpeclatiO'ns, li>r example, thal using the nitsJium mav pnv 
\'ide Al’st>rigmal pix^plis* with more Control iw cr it as a twh- 
nologv. 

To some degree those were my expectations in the 
Viarshail Islands and w'hat I w'as lud reaily to accept in the 
lirst instance was the rather cavnilier way in w'hich the loial 
pxTple dismissixl the contrail ictions which I was mm btmt on 
explaining to thi m. They w itc mi^re inlen-sltxl in mv knowl- 
edge ot the lix hnology and my abilily to explain how to lighi 
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the sludio sc^ as to incrtMM' I he pritiensitmuil quality i^t the 
tht^y werL' shtnuinj; The pR'^Nurt- they ^t']^ tt^ dmu- 
ment their culture vamv lri>m with in a iien-jx-ctive which I 
had ditticully in handling JuJ which in [he final ninalys^ih i-^ 
jusl iu>t the same as the^ idt*<i i*r him wt^rk which I leniJld 

My Mnf« th«n of tho contra dktfons. nny caleK’^^^i/alieii 
t>l whji wjs imptirtanl and «hal WAsn't, rellectcil my invn 
^ 4 .'ductit>n and perh.ip^ unrealistic es^p^'ttatinii!^ with respi\t 
In thi‘ medium. As a turiher estample. the Vlarshallest' made a 
ht'ur \'iden nut a C hri'»imiis l eremun^' in a KhmS churt h. 
Ori^maLly they had dividfsi te <.%lit it dtiwii ]lUl■^a pri^seniable 
form t^ut upm re\'iewing the vitk^n they dtsidiel li> lea\ e il as 
is. I stHin realiMX^ a Her watching a lar^;e nl thi^ la^v 

that ihe key tu its efft'ctiveni.'s*. was the sensc^ I hat it w as ha}'^- 
peninj; m real lime The image’s Kv-ime iiiLreaMii^ly triinspar- 
ent in p-irt hcs juse t^t iheir refitsii tu tsiil them. As ! walcht*!! 
I became mi^re and mt^e dmcemtd with the nuancrs. i>t the 
leremnny. the shiHs et the camera trnm ivre j^rnup ot fx-^ipte 
\u another, the general stasis et camt^ra pwitinnr the way 
snme dancers tisr example seemtd tu bv nut et step vvilh the 
mu^ic, These w'eix- details w'hich t ivniild nlhenviM* hac e dis- 
missed during iditing. let me mAke a pcitenlially dangers ms 
jump here. Ihe Chrisinias vKlei> was suit an example ot 
heightened realism but qiiile the ^>pp wile. TIve lat k i>t im^yn- 
lance cnnferrc^l uj't>n ihe camera , the tremendims imimrlLiince 
in CHther %^'erds iif the ^vremiiny, rt^ix^ted ihe complex svm 
bnlic siructure Lind meaning nf an e^ ent winch didni hai, e in 
K* bmken dew ti liitn discrete elements In thi*. si’iise the \ iciisi 
didn't jtrrJi'FFd te shiwv anvthing 1t made nn presumplicnns 


ahciut guiding thesp^stater In j i'jsjCJ*r 

Thus we can bt^gin In Imatv tht^ debale on realism nind 
sediictien within ihe cun test et espet laticms ah^mi viewer 
rt^sjxmsts The mt^rt.'- ctnuemtsl ii di acumen tnirv is v^'lth torn' 
municating a set nt sp^\itit‘ ^^litUs ihe mi^re hkelv it i^ ill cun- 
strtict an image the s^wlater. In trying lo anticipate its 
uw^n effivt. it tcill nuike the etlert io match the reiil wilh the 
imiTigeH priulucing triilh ai^ reterent 1 his then is a meta- 
physics nf presence pr^s.is4T%" a I ihe heart uf VVeslern tradi- 
tions and nut easily repridutid bv iiiher cultured ft is pcT- 
haps not an accident that the Christmas \ idi^' WLiuld easily 
tunctii>n as an expiLTmicntal \ idiiii were it K" taken out ol 
jK ionlevl. 


I was wotchitig TofaJ Roca^f rLienlly and bi^an h^ s|ils:- 
iilale whether or not it could bi' desk ri bid as l 1 diKumentarv 
film. Tilni historians Lind thi'oretical purists will find this kind 
ot bncolage' rallier bi/arre and ivhile theri' is an element oi 
ihe JLidaesk|ue in soggiest ing the cemnecUon let me pursue it 
tor Li moment. As a fLintasv ot Ihe tulure /V'la/ recapitu-^ 

lales traditional narralive notiims of the fight bk'twwn gind 
and e% il Thv ac tion takes place cm Mars (w Kieh lias become a 
[JaiilLS.sciue other' for I'arth tmund ptsiplel when^ h* mt'galu- 
maniac controls a large and lucratwe mining op^ratnm. Me 
exploit*, tlu- wt>rkLng class in a bruta! wav. His power is in 
large pari based ipn the cimlrol ot Ihe air which people 
breathe. Stnppkd ol its ambiguily and s^mie onderlul turns 
in tlu- story Cm t^Sk'nce centering itn whether tht* rnemiin" of 
ihe maul character icill be used for good or evil purposes) 
T\iUfI RmiU IS atmut the victory of the downirodden and I heir 
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LVi-iilual Hy end i>f film has been 

tr.irisformed intti hi.ih(Lihle pl.inel thn^u^h j tr^mNLvndenJ 
t^nd Lihen tivhnok^y which h4id wattixJ h>r mil lions ol years 
lo pJav projxT role in the eviilutloii cif li^t■ on ihi- plHinel, 
{KtMd mMtion meth — FarthI 

Tvtiil Hiraf! is dihnit the li^hl to ^.Tsiek through the mirrors 
o^ si mu la I ion. to discover the rcsil world which lies ht^hiiid 
every laeade- It is a mela physical Itim den oted to discover 
Ihk- tn.3(h behind cnerv lie, to dtsenga^ing the rcsil trom the 
si^n sysiems which obscure il. In a ivorld whvre you can take 
a \ acahon hv ha^ inp an implant in|ts:liHl into voiir brain and 
wherc^ mcmorii^ can he controlled by machines, the hero 
must no! only c|uesnon reality hut his place in it. This is as 
much a story ol revoluticm as it is st‘tt-refleiii.ive e^ca mi nation 
tut where the K«il %'anla^e jsihnts are tor understand in|» tt^rh- 
nolt^V aiKl its impact. 

What are the connections tcj the documenlarv? Let me 
re%'erse the Ljtiestion. VVlial Ci^nnt^."ts the dipciimenlarv as a 
jqenre to I his kind ot tictiem? Is it a similarilv o( thematic con- 
cerns? WhcTe pnvisc.]y docs the opposition, it it is one. situate 
ilM'lt? In a sense* il is the inability ol the documenlary to pro- 
duce the real which Iranstorms it into a picvi* of fiction. In a 
world where simulation is the norm any set of referential 
devices Iv they an ima^c or the memory i^f an imay*e can be 
inlerchanj;eahle. In alE cases it is a L|U 4 ,^tion of hole much can 
be imajlilneJ which intlueiices whether the imaj;e as such 
relers to s^Tnieihin^ real or All of the oppt>sitions betwivn 
reality a ini illusion, truth and artilice, Ji^piction and citnstrtic- 
tion tend to elide the role of the iniaj^inari and thus i.|uc*slioiis 
how i majors fm^lucemeaniii);. 

lb us it <an bt* arj^uid that the wei^^tit w hich discumentarv' 
film and I'ldei^makers place on truth is a sign ol Ihi'ir faeJt i>l 
faith in the image and not the rei^erse. The point is not 
w hether ativ picture or image is a^E but how thecreatn e pro- 
ct'ss wtaLs if ayil .And the interesting thing is that the paH\««s 
is M> .arbitrary hivausi; to fabricate a^atily yt>u liave to mold 
and sculpt il according to a sei c^f norms ivhich are as bound 
lo artifice as any acl of c n ativity Thus Tchi/ Rccaf/ diKuments 
the inevitable failure oP lechnologv fo dominate human 
N'ings. It riLS.ogni/^is thal the a(.-tivity of Image creation pro- 
duces si mutations not heeaus^^ they are found obg%-ts m a nal- 
u r al env iron men t bu E bi^ivi usc^ sign s vsti-nis net\^ ncit ha I'e a ii v 
dirts I referents in iiiri,ler h> work a.s signs or to eommuntcate 
^.'Heclixely. 

Lric .Michaels discovefi-d thaE ihe landscape ol an 
Aboriginal tilm maker had Ken consirucled thrinigh history 
and culture m a manner w hich he could not fuive anticipatid. 
fie imderstiHd as a rt*sulE thal he amid nc^t see what thev s,iw 
The scvmlng Iransparencv ot vkk*i> and film — Ihe ease with 
which the image suggi-sts ck>H<«|y Imkid rekTential patients is 
a problem tor Wtstefn i.-ulture in itsetlorts to ust* tlvt* m>i.-dium 
for its own purptises 

The problems which the dinrumenlLiry laces are nol in the 
imagi^ pt-r se but in the cultural mystiticalion of VVeslern 
thinight around the truth of signifying svsiems. 


On Tuaid^y, Novsmber 21^ 19^9 the President ol 
N.ft.C - nc*ws announad that the netw ork wt^uld disiontinue 


thi‘ us<t^ tsf dramatic recrtNitHins i>ii the news and documen- 
larii,^ KsTause '' ... they ctmtusi* ek-W'^ers abimt whi^n,- reality 
ends and re-cteations Kgin." (\ew York rinu-s, November 
2}, ' The new ptilic^ mandates lhat any simulalioii. re- 

crealion or re-enact men I of any kind in a news broadcast 
must Pirsl K* apprtwed by the presuienf of the ne^^'s division " 
The pR>hJem to he tluU \ iew'ers disregjrd(.%1 fhe dis- 

claimers that Ihe liflkwving scene is a re-cuMtion. etc ... But 
why did they disrogard Ehe clearly prinh'd stalemenis? 
i. learly the ver^ notion of a KiunJiirv Klivtvn the dimurnen- 
far\' and I lie fiction ha\e Ksr<inie mi blurral that it didnl mat- 
ter 

On IX'cemKr l^mi fohii O'C onnor wTitiiig in tlu‘ Nt*w 
Vork Tinu*s di'st nKM ihe |■H^tcntlal. real and imaginc'^L dan- 
gers oi the dtHudrama torm m relation lo a poinl Hnlish- 
American co-prodiiction aKmt the LtH kerbie disisEer in l*M4: 
'Ibe Tragedy of Might IB:^ Ihe Inside Htorv/ I k- deMTiK*s 
the ambiguity ot a pron^ t in w Iiil Ii all ot ihe fads in Ihe pilice 
invt*sligation are not kni>w n and ihe article Is titl^sl A Thnih^r. 
Pcrkif*^. hit JS If Jruih * 't.r.mada nnd f IbO otticials take pains 
lo jioini out lhat tfieir pnduct is nol d^'signtsi as si and a rd 
<.*nlertainment tmuMd priniarilv on I hi' ^x*rsi>naiilii«i ot the 
maK'r pla\ ers Fs|x*rl iditing highlights ihe tfcwiller aspit ls ot 
the JiMiidrama. hul Ihe verv sPi.i}x* of Flight HIT' diK-s nol 
leriil iis<*^lf ti^ the t]dini«is ol drama ” 

What is S4> iiiieresting lu re is o| course ihe impulse to 
nvreatethe even!. Il lurllier legihnn/i's lu^t th^it it hap^xmd, 
but that there CiUild and shoukl K* miagi-s ol hap^vnid, 
And ol course all ot Ihe de% ices of Tefixf Kccirf/ havi^ to be 
brought lo K-ar K’causi* the ^ihoiv ivili ni>l succi'ini wnlhoul 
I hem. 


Witfiout wanting N> pmh the point tiHi lar I d like to 

suggesi tti.it Ihe dociimentarv genre and its history both in 
film and vidisi tand I have Jell otil ol theaKn e discussion Ihe 
tih'eil lo distinguish bi^lween ihe iwol rev^eal a gn^at deat 
about Ihe kind op meE.iphvsuaE tradition which dominates 
our culture. The fad that the diKumenlaj'v has K*en usid as 
Ihe privileged ^Mint ml entry or ^solilieal communication^ for 
attempis to ri iie.il ihe truth about i ients and people and 
MHial proa-sM-s is^i sign o-t the ststuctive charm w hich images 
have. It is 4ilso a sign ot the overemphasis which our culture* 
placi's on the nvlalionship K*twec*n set'ing and know‘ing. Sight 
as such IS a mi'll I ill consirud. J he conned ions Ktwxvn seV' 
ing, perceo Ing and knowing are ai K'nI only available to us 
through livpoihescs about the resuhs ot their interaction. 
^ Vilen we spesik I hen ot MH'ing, lire we sjx’aking ol a process? 
or of the produels of thal pn^x-ss? And a> the word process 
suggests, the maelstrom ol vismil activitu-s which accomfsiny 
ihe proii,vlion ol a liliii or vukH> cannol simply K rtsiuciM to 
the ks.hnological instance repnsx ntitl by the scn-en For what 
IS visuaE as projevtion is i|uiekly bvj'sisscd by spts:tacie and 
that lakes us mloanollwr re^dm ot coniniunication aEtogellH-r, 
basid on performatice. learning and ^H-dagogv — the kind of 
exchange whicfi would tend to downplay if not marginali/e 
Ehe role of the image and sliould jacTha^^. k-ail to a rxs:oncep- 
tuaii/ation ot the instltuhons which prihJuce images in our 
society 
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As .ipp.irenlly i;piit (pf 
its t4;Tiritt>ry »is li is, 
l.ockc's Eibsi^rvJtit^n 
mmuthck-ss irttt-r- 

I'stiii); .IS fcj^iirds tht" 
rt'ahtif in tht*- 

ones oi d<.KTimA'nLiry 
lillm. Thedcht^ti*s Khji 
sh]l surripund this C^^ii nrL'" ilwli bciri^i issue of dis- 

pute I cleflTlv reprk'si-nl .1 ^rLiddS uni I ut .1 si^nifiainl episleint^ 
lu^iejl er^^uirv wliieh Ldn be" sdid Up l.ike eenkT sUijiv with 
l .ind his L'UTitt'mt^ir.iries. Thiit is. ulidt roie d^Pt"s km- 
l^uage pkiv in the tr.insmissisiti i>l knowdedge? II *111 Ide.i is 
mop-ed ttm^iirds amimunic.ititpri w h^l eLPfilingeneit^s must K‘ 
dnlieipated Id inspire .1 ^pure"* IrdnsitiissiiPti? i)ne be'gins tti 
setT.PTid-ftUi"ss eummuniudien diid, .it I he SfUtie lame. inteiTD- 

1. |ebn Luske, Ati ffssiiy C^»h‘t^nuti^ Humtfri Uruit^r^tumifyf^^ 
td reler it Nidditeh ttHferd: Os^hird Uni\ ersily IVi^ss. 
pAM 


gtite red lily Whjl 
rnjy <mce h.ive 
Lip^wrtS-i lIs meniri" 
mg's tighi lit — 
u here Hu- fepre^ 
st^nt.iti^m wfls 
CiTek tensive wilh 
the wt^Tfld — ihere 
iip|X'.irs. since ivh.it Eduedult lentis the eijssicdl ptTHsJr I lie 
ik'pdfture Dl Liingudge triim re.ilitv. VVhv'n I lerder claims thii^l 
Lingudge spiMks he rixDgni^es thdt I he h^urdl in ldngu .ige 
inusl be cDnsidert'd js p,Tirt dI^ the i^uesliDn knnwksJge. The 
pniblem IS mdnitt'st 4s simply .is: I knv d<HS^ ene knew ivh.it 
Lis ]iisl bi'eii Li^nimiii’iicdti.'d? Further, Hdw e^n we come In 
knoiv intrsi-Kc's — or .inylhin^ — .is re.ility when we are 
nuide aw are ot (he Ira me or contest iil the inw^tigaliun? This 
IS w hat IS at slake w hen langiiage sp^siks. 

\V'heTi i>ne hears or s.ivs '‘Sl could nu( bv turiher from ihe 
truth" a condilii>n of relations is necessLirily prts.tippistsJ. 
That is, within this claim there is ,in HF and .1 tRilh' siluaksi 


... Aiicf fhere j“s nof^iJJ-rx E'Pnft'Uf, Ihjin tfniJ for f!h^ 

10 frumitr^ J/nSi' Mots. /Jjc .VfhjEf sc^rfrEhs'^^ on^ fJs Pajf ferns 
iPi iVijfjire, our rt'fers f^je kfnis t! lo !hr rerif e.iisk'iio' (if 

77fMi,ys; hot pufs s If elf f<p^i;eflfi’f . as roriir ^’esf setzt ff.s own 
Piirjurses, EerflkOfif fyoi_^ if self ft! ii ^precist^ fonhiVkor <>f nftu 
/Ifitl^y Hlfi^ reti/fy eVfsJs^ — Inhn LtKke ^ 
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Us tMch isHkt. They cUv kt pt hv j nuMsiia' 

u( ■iniiJ4,>gy; fittuT ii i> tiki- truth i^r it unliki^ triilh. 
luntu^lMtcJy at c^n bt* usidiT^t^KH^ thiit tht* prtshli-m ut M\ atn- 
diti^sn i!t iht^t It si>;nitk\intJy amlinands iiilLTprvt^iliun VVi' 
itssurvd thi' amidihisn, .ind hy nj^ht of thin ,ivsur.itutv inhib- 
itc'd in a f^^sition tfnrn whit h Ut atu.itf 

rc^Litinn ii> trulh. Ik'tvvt.vii l^■hl>t wv f s<ikf iitui wh.it 
Iwv said it .iKslii Ehi-ri: .1 nirdhuion. VVe c^nild a>na iv*^ 
this AS 0 rnin 1 n 1 . 1 l nr ni.i\ini.ii intcTrupliim (theru atv 
tnr Ksth pii?^itk>nH> hiat wlul sulvoi^ ninrt^ inlvixstin^ thjn lhi^ 
iiH^MSurL’nu-nt is the' nutiiin thjl tlii-rv is a sli.ire^l amsc-iisus 
^ibiiiiE thi- k'vistunui" tif mf^iutlipn." This Li a hm^ wjy fnsm 
tiur npi'nari; iriairn is'hiL'h n’prt'sst'd ihv nt 

ennditiuM hIS ^rnund And LnnEidcntly inipht'd th.it thf 
Lind Irulh wvn^ nt\-ess.inty distcniihl^.^ and. in si^mv 
mLinntT, kt v^tciisi w. 

Thv dLiim ("It iinjid ii[>| hf furthif trnm the truth") ionxs 
itsi'lf intn j disoissiun ti| dmunu-ntary' film. It lit*s at ihi* 
isf this Ki‘nro s i thtis. This is tlu- ClT-m.' in tlu- t^xunil lli.it any 
.liEivaty iii undi-rsMiidiii^ dpK,-i3menE.m' film as .1 kind nf fitm 
i>r j^enrooE EiJm assunu^ .1 split (ht* real and its repro^ 

st^nEalinii. ITiat Js, j ihinj^ falJfd a dtK.njmmt.in' film is prtdi- 
i Jkd nn ihe lack nf unity nf Ihr reprt^-iUt^i and ihr- nyrt-wn- 
talinn Hue this h,is nut ktm generally .kkntm'kdgtti ^Vhen 
C.rierstm elaimiKl lhat dtKTimentary film was a ^nvliir JmiJ- 
firenf e/ wlity he was nt>t retiUMting trnm vlaims-Et>-truth hut 
TLither asserliiig Eh. 1 l he, in tael, was .ihle tn disa.‘rn the trulh 
iind while artifice was empltwed in Us dist'ltssure- there was 
never a qut.^t]Liii et eenfusing the truth with its frame. His 
statement diKS nnt .iddfi-ss .1 ainditinn tsf filmmaking — it is 
ceneerniKi with the fihn and with reality Kith [il which are 
undervtixhj as pi^tentialJy indiflerint entities [n this fa shien. 
deKumentary^ lihn attempts tn a pure nh^ti irre's^’nvtive itf 
its tonditien nf censtruclion It is a enmmndity exchanged 
andr hv right iil its CEpmmtKiifiCLititin, isassunnsJ tii^leliv'er the 
gend% uniLiterilly and consistenlly The sib^xf (whether the 
Eilm ef the truth nf which it s|,Teaks — - lien.' the\' are anatngt- 
lah is assuiru'd tn be lived. In this caH% the ciindilinn oE rela* 
titin hi^tween the film and its reality is terminably frnven. 
Ninieihek'ss, it is nnt eneugh thal this sKiuld eiceur — it is 
iTucia] {in dEK’umentjrie's as GnerMin envisions I hem) thal 
discussLnii (w ithtn the him text) ol the prtKess nt vnmmivJili- 
caiion {pnnfuctkin, distnbulion and evhihitinn) he denied, 
lorgEitten. and displaced, ^ch distussion. asserting the con- 
ditinns nl the object and reality, would have le^ ^^idr^-ss the 
notion III the ditcumetUan' ascnnstruction and as fjguralion. 

1 1 t.ritTMin was to acknowlisjge the range nf figuratism in 
diK'timentary he wiiiild undermine the anlicipiiled proji,\"t of 
“s.iying ivhat one means". This elosua^ and ox ervalualiun of 
inlenlion is consistent wnth Grierson ^ designs: its flipside is 
ihe com modi illation of knowkvlge, llie^^h^vt fis rtjiiffe and 
Ehe tratfiiv lF»lh are pt reived, as phrasi^s without coniradic- 
tion. Hh'v were bound into ihe development of the prod?.ict' 

2. C f, Bill Xieholsr '"The V'ottv Oi liXicumentary%“ .Vluj'ii's tttni 
MiifuhH IJ, id -B. Nichols (F5erkeley: University of Calitdrnia 
Press, 198?), pp. 259- 273 and Michael Keiiov, "‘Re- thin king 
Oocumentary: Toward .1 Taxonomy of MedaaEiun/ Wide 
A nx/c Vol .8 no .3 ■ 4 . 1 48#,, pp 7 1 -77. 


rtex er to K^ unrax el lid and made impartial to their surri>und^ 
ings. In a w ay, this kind oE film is a commodity-sfK'cf.ide and. 
as such. It IS intent on giving niiamng over hv htnng the reali- 
ty o( that which sptviks. Ijs mid la tion w^niJd K- transparent 
and Its pn^ntation would aspire to ihe literal trLinscriplion 
or events. This film ilaims: 'This is the ivay things are The 
hterat presumes the pt^sition of address and pnvnouniemenl 

— di^igned Eo engage (allention) and transmiE (truth) Wh.it 
Kvomts noise* in llw Erarsmissiun is leakage imm Ehat w hich 
sum>unds the mts.s,ige Any disturbance ipf (he link K-hvtvn 
the trtdh and its reception, any nipEure in the divumenlary, is 
const riud as a failure Eo communicnite. Communication — 
and this crucially inx'otves the in lent lo communicate - — pro- 
poses Knb an originary simive and an 1 llwt The doc-umen- 
tarv-as-inteiit repa'sst's its londitions in order to .ishtE lEst^lf 
as a thesis, a literal claim Whal such .1 mi>vi ddends is the 
homogeneity of an asse-rtion, the uni linearity of a eomniunica- 
tion. A diKTjmeni.iry m I his mumner is designed to ln' efficient 

— without tioiscv 

Now, lE may K- justifiably argued that tirii rson's eniire 
mideJ is charLicEeri/Ld by rhi-foricity (in the jX'jor.iEixe se^nst* 
of that word) andr to this extent, figural in the extreme. Vet, it 
must K- s.iid that whal is even mon^ crucial Up such a midel is 
Ihe fiici lhat it privileges onlv hI few' rhetorical modes. It is 
understiKid lhat communication is made inefficient hy noist* 
and it has Kt n variously intuitid that muJiiple rhetorics con- 
stitule iiEPisc^in thi grammLir Eif diicumenljrv. A tTirtatisni wilh 
the rhelEiric in and of documentary film wiPiikl disturli the 
dirivl tloxv from source Eo desEm.itiEUi; U would con I use hirni 
wilh substance and such a daltiance could ^xpssihlv acinowl- 
iL^ige CEpndition in the face of infenriE.pii. HEKiimentary lilm 
lEiuld then be nothing more lhan once-remEiv ed from the 
truth, It iSiEPUld speak of itst^t as intlen as lE spoke oF its ohjt'cL 
The dell mat ion Ktwis.m sub^Kt and oh^vl would nLxrtssLiriEv 
ende; the timiwl that the dmimientary lilm construcis f£P Ihe 
truth xvouJd crumble. In lad, is it not this desire For mini- 
mi/ed rhi'loric whicli Kich.ird Leacock expre^si^s w hen hi* 
ivishi-s to be a fJii tm Ifu' rtwif? lE scx’ms thal he would, .iKive 
all, w ish to rid the diHrumentary' genre oE rhe^one Mete, w hile 
diametrically oppEWfd Up C^rierson in the sc^nse th.i| rhetoric 
and ligure Lire at lea si acknow lidgixL there is a shand desire 
to eradicate this figural com^xiprienl Cinerson reprL’ssi^ the 
ligiires while l.eacesrkj all Ii'po aw.ire of them, wishisv to wiile 
them out — to have a pure vision. tVhat is this but the episti- 
mi>logy of fht* retlictive consciousni»ss? Jn a landstape wEiere 
alt apj\irLifus iaits aw'ay, the ri'lUvimg sub^Ki may take it all 
in. 

[.ejcsK k may dream about laLiiig-it-alLin^W'ithout-K lng- 
Ihere tnM (he Irulh of the mailer is that lu- is never not thtTe 
ITie suh^'ctive, .lythonat voice w hich he crilici/es as rhetoric 
m films hv Crrierson el al is simply a Figure more obvious 
than others Jt is the vanety and pniportion ot rhetoric w hich 
must be read as (he figural ion of any film. Whal is riKogni/ed 
irt this .ipprEsU'h is that thi’ dEKumentari/ixi film i-vi-nt is con- 
strucEed syntagmatiiaMy (i e as a grammar) hut also. In 
nix.i.-ssity of language. paradigmaficLilIv- il is on Kuh .ixi-s that 
sEudies OF the rhetoric ol documeiiFary must proceed If 
rheloric and figurLitiinn art* admit li-d as fund.imenldl princi- 
ples oE liEKumentarv interpretation, then the contrast hetwex-n 
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a tiriftMin di.>i:iimrn(«‘iry -1111x11*1 ^ind tb*il of LtMcmk c^in hv 
fmilhillv Lndi*r>tiHx1 Jbivul to irulh ihiin tho 

jruih'sis of fi filtmmHakLT^« pT'i-fi*rt.*nt:c of ftsnn4il di*sign Thi> 
ivimld siij;j;osf thril iioithcr Gnt*rMm nor l eLiaxk communis 
rati -iiiything but a tmth iM — it \s (In- tilting (ihi* 
funLkotii-ntal to the lilorall which must K- ninalysixt This is 
whv I caciin k's i*?!/ is suErh a comptHiug bul simul- 

t-iiunyslv varan I metaphor. A camvra-ivilhout-apparalus or 
an vvi^-wllhoiil-biHlv is rom^x*lling KvauM- it promises whuM 
we have never sex-n: a grammar without rhetoric. Tlu* rontvpl 
is nol real I/able, though, becausi^ grammar and the literal are 
pri'sumrxt hv rhi'^totir and I he ligural. The assumptio^n ot a 
place trom iidiich to communirate is not the star! ol a gram- 
mar isolatixl tri>m rhetoric: the very choice, the taking-up, the 
marking, one rmild ol a ^'oice is a seleclion from a range 
of rhetorics and tigori's. In a mi^ment ot tatt^ti retkxtion wi^ 
realize: "I ojx n my mouth and language s^xMks”. 

Hncounteris.! trom another |H-r'.jxxnve, I eac^x k s imsdel 
suggest I he piPleiiiial ol aiidr\*ssiTig the muin- rhetorical ditc^ 
iimeiilarv. This would be a documtTitar\^ which 1 , 1 . as prepared 
to. It not eciiose or understand, at least acknowkeige its con- 
ditLLHial pri^nce. Et in ten I is ine-clricable from I he |XHver of 
aiitliLPrilv ihen the diHumenlary wIiilIi imagines itself tlu- 
reciirdtngs of a llv is prelum Liblv anfagonistLc to comnnmica- 
lion as infeiil. I he purpi^se ol the llv. then, as mi-taphor for 
suhjiclivitv IS enicial to supposing a displaced suhiei ti^slv. 
That IS. bivause the tTv ss pn^sumt'd as ivithout-siih^s. to itv — 
wilh no place ot address — it mav afford an inriHigy of an enti- 
tv that would not Inlerlere with anything It would offer 
transfwrent iransmissioii. the fly would deliv er the lLleralnc“ss 
ot ttu^ tjti-ral, the reahfv ol the real. Here, all would lx^4>EX‘n to 
invi^itigation. hut. in such an edensive di**CTWery the appiira- 
lus ivoidd have to tx^ Lonsidert\l. The disclosure wnuld even- 
tually ilemnind I he apparaliis — it could go nowhere el*-e anti 
remain .m investigative entitv 1 1 is an act ol kid lailh to con- 
clude Ikil .mvlliing can come ujxin a scene and n-late lE as a 
litiral realitv . That would be to assert I ha I the i^hserv i^r dix^ 
not condition the seine. li> imagine, lor iiisiance, that the dix- 
umentmg tlv or, more impitriantU r the position it assumis*. is 
without relatiiiiii to I he observi'd is but a sxving I'f I he pendu- 
lum from CirierM nil's fXisilion and. to I his e\tent. caught wilh- 
in a shared logic It niusl be remembertd that Clrierson'-s 
design }*- etficient. I.eacixk-*- k'ss so, but both are tundamen- 
tallv eikvlive Thai is, the avis ot their u^xTafions is ihe effcH- t 
Hut to even think aix>ul elkxt is to assume and reipiire ihe 
den-limit’s of a conk^vl. Tlx* absc‘nl a sis i>t such diKiimentary 
mixk'ls thecondihon K'twivn obscTvtd elements. 

If («nerMin s mcxiel demanikd I hat noise* U^twix-n sixirce 
and de-sti nation minimized by strii t delinltion of K>th h>rm 
ami subslance Ihe second modeTs mnoi'allon I which is 
dcsicnUsl hen* as ihi' flit oil IiIfz J reside^*- pruivanly in its 
imaguiixl ability to increase* expistm- by displacing ^-ubjLXlii'- 
itv. tirierson's mi'ssiigi's were etficient on.lv to the evtent tkil 
they sought '^pt'cilic targets. This is the cim^ ot the pidagi^gi- 
cal challenge to which his dixumenlary mm3 el answenxi ll is 
niRl surprising that liisenstein. for irislani:e, was assumid k> tx’ 
in accord with this midel as his rrmtus npicTiorifi was one ot 
cflicieticv and force J.isiCtX’k. on ihe other hand, was ot a 
mind with iTahertv whL> intended nothing but ihe gradual 


evptwure of ihe world. If this prixixiure was pedagogical il 
was bv evlensiiui and nof by s}xx-if]catlun Nonetheless, the 
g0.1l Ilf each ot these* nudels is the nominal ion ot if nth as an 
obgx i ol discovery'. To this extent, U is crucial thal a peilagogy 
of the documentary be constructed as a discussion ot the^ 
imbrication ot ihe literal and thi^ figural and. to I his extent, 
always a dixvimentary of pvxlagogy. .All of which is to indi- 
cate that rhetoric and figure, generally, constitute a i rucial 
problematic in any discussitm of the diKumeiitary him. In 
main wavs, tbi-ir eimsideralion could lead ti> the end i>t the 
di xt J meiu ar V gi^nr e. 

To sjX’ak of the ligun's of dixumentarv is to^ sjxmK of the 
niiinner in which truth is told In I his sense, otX" may think itI 
Hill Nichols' mvi.'^ligalion of Ihe utiiirs in dm-umimtary Me 
has w ritten i>E such voices but onh’ to the evlenl that hi^ ‘m:x*s 
them as markers m a genealogy 'the sirategies and styk-s 
depkned in documenlary, like those td natratii'e film, 
change: thev kive a history."''^ ?h>. while the tx-^ncept ol voices 
IS asMH latid w ith the pro^xl of consp^k-riilg rhetoric and lig- 
ure m ihe Lkxumentarv% it has to be* maintniintd that Ihi^* an- 
Tiot ihe same }Xojixl Thi-^ is Ihe casv* lo the eiilent that, lor 
Nichols, ihe \ arielv 0^1 yiuces repre^^enls a mapping ot the 
pn.Tgrt"ssuai ol what he will call ihe dix im'ientary' genre Hut a 
siudv iit figural fiiPigr^nyc in the dixiimentari tlim should nol 
tx- rL-slncltHi to the inscnption of a historical lineage. Further, 
such wurk should bi.’ even li.'ss iniriguev! w llh the pi>ssib 1 ity of 
di.*si gna 1 1 n g M>melhing as a genre Nichi^ls work is funda- 
mental in I hat it is an initial move to map I lx* iTfixts of figural 
language m diKumentary filnii and, in this % erv gi-sture, a rv'- 
onenlatiixi oi iraditional ptxtagogv ixgarding dsKumenlary. 
In man\’ i^ aii s. to move hev'oiid Nlchiils ivould lx* a return to 
hk primarv insight that there is a change or a 'series of 
changes in documentary film which cannot be enllrcly 
accountixl tiir on the literal level, but w here he links voice to 
the history Lif a genre a revised eni|Liirv would rts^uire an 
aeknow'tcdgenienl that figural conslruclion is mit lux-c-ss^irlly 
contingent wilh gent-aUigy or chrtmi>logy. The ruptxiri^ that 
signify a ^^hirt in dtxu men tare style — the changi^s of voice — * 
are the ri*sult i't a dense fabric of film langimge effexts 3 l 
w iiuld lx- Lisc*ful to MX* the work of thi- fstmic tigiire as a M*riail 
prtne'^s rather Ih.m a unilinear causal generation. 
Nonet hek"^s, Nichols' ixiin's are, jndisputablVr rupturt^s thal 
indicate ihe challenge I hat the figural posc*s to any discrete 
eorres^xpndenee bi“hvtx*n utterance and idcnlily Histitry is 
pnit elwli-d in such an analytic gesture bul rcakl as a 
labyrinth ini' levl in ils i>w n right — it Ixxomts one of M*vt*ral 
complex systems m ihe figuration of the dixunu nt. 

It mav vef provi- reasonable to jxwlulalc thal l.i,siCixk s 
reaction tL> CFrierMinN particular use of rhetoric (ihe ' voice" as 
voif\*-4>ix'r) and (iinerson"*- I'arlier reaction to Flaherty's ivilM 
voice provide a touiidalion for underslanding dtx’iimenlary 
history as the hisli>rv of thep/iiccef This is not to say. 

Ihiiugh, that dix-iimentar% tilm styk*s art' catigorical or th^st. 
bv extension, any ol the styk-s a\'oid the pripfifi*wr of /rniy»ii,cT. 
I he rtxumng relevance of Vertov m the thtxinzation ol dixu- 
menlarv him stvms losubstantibite Kith c»l llx*se obs^Ti a turns. 
It is m AT’rliW's isork that theorist-^ have olxArvtxi Msmething 

V Nichols. 
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nC <1 classic'll I ItliTiinaking 

stralc^y wht^n^by Iht- ^^ames tif 
ropri-s4-MMIi£»n anJ hi;^- 

U>rv and kuniHlasm and praxis 
am! theory are loregri^unded 
TtthniqutN in Mfvici' thissfral- 
ej^y are cfutial In niuch reeenl 
Joemmenhm work (wlial Nichols 
would j;eiiL-rally lalxel the peritK! 
oi M:]l'rellcsi:n-c dcKumcntary). In 
si^nilii anl ivayNn in whal Michael 
Remix' undcrslands as I hi- n-la Hon 
belxveeii ihe pro-tilmic and the 
iL’Xl, documentan Hlfu has been 
tht'x>riH’d as taking cognizance 
its own langyage and its relnMion 
lo ihe spectati>r.-l Now that the 
spisiati>r has entertsJ the field sii 
textual re la Ilians an analogy can 
be clearly drawn wilh Vertox^'s 
Mi/fj A Manic Cr^FFimj' in 

which all docii mental ion is con- 
scicnjsty predicated upon the 
amx'al and a I lent ion ol the audi- 
ence. BeX'ttnd the sheer resem- 
blance in concerns and slralegix^ 
it seems ihiit the imporlance ot 
Vk'rli^v''s xvork (and one could 
include Vigirs ife iVicc t>r 

Runners fji^ ^hirifi-s. lor inslaricel 
for contemporary Iheorx^ is its 
pre seiut^ as unsx^ttled grt^imd in 
anv ^'trictlv narrafix i/ts.^ Ihsturv ol 
the dtvumenlarx- Him. 

Il ligural language is Ihal 
which starts the Kill rolling it iss4> 
4>nly to the* extent that it is alw avs 



.^nrtctlr Michelvin ind lijtKtr V'^rnorii in Vi nnric Rjiner'x 
hjMr»rf ffrrJidp laHO 


in Ihe posit it^n that its choice ot a beginning is aUvavs a 
rhetorical inox^e. l>.Kiimentary is prefigurtd bx^ ti gun's or, ll 
a>uld bx'sudn 3 1 has its origin in rc^pn'senlalion l.unnere can- 
nol he' s,ud lo Ih^ vvillxi>y| tigun's -ihe idea I ha I Iw is prcsc^nt- 
ing v>nu'lhing like the world is his basic This is the cen- 

tral itmaphiTr all cinema. So it ivsiuld onlv K'a mapping o^t 
the profKFrtuin ot ihe figural lo the literal xvhich would ctmsli- 
lute a history of thi- dtHumenlary film As fi>r its repri'senta- 
tion as a genre, one coukl argue that genre is. like re-prx^stmla- 
tion, the to unding metaphi^r ot ils lie. The principle of the 

4. In Ri'nox''s tax^l>nc^mv ihe category^ for thscoxerVr while 
not necessarily chronologi/edp are related tt> NicIujI's lour 
documentarx' sty Us, Hhe x'oiceHsf-CliKl, ['jncwjcr tv r/fc. the inter- 
view' -based and the self-retlexivek Kenox- widx'ns the tk-ld 
ent>rmously in that he claims lhat mx^tialion and not histori- 
cal perukdization is the relex^nt appriMt h ti> Jeh umentarx' 
tilm analx'sis. This leads to his claim that diKiimx'nlarv film 
can uiidcrstsKid as a pniHiuctiim rntxliak'd hv tour distinct 
sih^ or signifying mstancis which create ihe meaning efhvt 
£Ff the Him. Thv^^ sitc-s are the historical ''real/ Ihe pro-filmic, 
the ix'x I anti I he s fxs l ati>r. f p. 72 1 


genre is ihe Inclusion of all things alike — as such it places 
itst'll within the k>gk' of simiEilude and iJentilv. In its very 
liki'iH^ss, wherein all things are aliki', il Ci^nstituti's ihe idi-a ot 
tlu- example, the simulacra. Tins sihinition k'ads to ihe linger- 
ing quene What's a gtMKl example of a dticumi^nlarx^ film? 
This in an ynansweraHe xjui'siion btx’aust' il is harxl tis under- 
stand. fi^F inslance, how a dcH umeiitarx' film can h." just like a 
dix. umcnlary film t he only logical respimse is Ilf admit that 
the genre of ditcumi ntafy film dtx^s iu>t evisl in, more pnx'ise- 
ly, that that which Is rexvalex! as ihe diX%jmenlarv film genre 
Is an itn^Hister The genre exisls only to the ex lent that it can 
iicnx' the cimiplexilv and shift mg positions of ihe held. If this 
iteld becomi's pri-M'nt its simulatiEtn recidis^ and Ihe mask sif 
genre is tvli|,SM%!. Thx' hisU^rx' and the gi,mre txf diH.“ymenlarv 
are determini'd by the VLiict^ in diH-iinientar>' but il is by fight 
EFf this obsx-rvalion ttiai an app,irent struclure tix ttn^ hisii>rx' of 
diK umentarv is highly unlikely. 

This is nE^I li>Sixy I hat histEirii^aiiEi ax'siht'lics are irrelevant 
to the siudy ot d ecu men I ary Tn fact, il is in ihe readings 
dirtH.'tL'd at tH>th the history and the atwthelics of Ihe diKU- 
menlarx' I rad it ion that anyone can come ti^ understand the 
xetitraEilv ol figural language to JiHumentarx^ If tExtay there 
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tiK bf lVH niLTLMSinK iiMtntH-r of v^ niks in oil moiii.i 
iivliKh thollfii^o thf propnoty or ii this is tmly o rvHix- 

ikm of 0 miKh Kir^iT intone fc in the Jvnonik’s of 
This, ill turn, sivnis to bv scsmotliin^ i>f .1 fosciniilion with the 
opporent li^ss i>l mecinln^ which iis thi.xih/i'd .is the pt>s(fnisJ- 
iTii ci^ndition XS'liik- it vvouki imriMWsoohle lo instiji^otc 0 
Ji-Kite over I he ptistmt tiler 11 .it this juncture it mi^hl he* ivorth 
noting; ih.il ony dociimenrory -lesthetic which wv eould 
describe in ^onti^mporoni' work is not wit him t its .moht^ous 
slyhs in dmumentory history. Whether such an.iloj^ies .ire 
inJie.itive of Liiiylhing like -1 tradition is open for inx isti^Jlion 
but w hat such an obsc^rs atii^n su^ests is lhat dcKumentary is 
of imp^srtance tint nnlv as a (L^entMlo^y or as .1 genre but as the 
li iTV' locus of all discussions of language and iinema. This is 
the casi‘ tHcausc’ at the moment the camera is fomi.'iiHin, the 
re-pr<^^ntation orjfrjifiYJ, Language starts pi ling- up on itsiif as 
an anialgiini uf the tigural and literal. II is hiTe that the chal- 
lenge id reading, lehich is fhe challenge of language, emergi^. 

To I he esleiit that, Idr mstan^N Siuis Seli'iT Unt e.r fwvfrnid, 
ieJi-TPjcys hi»n Fcrhpi, Lfiidst nrir Spdcfdes all 

o]:X“rale as anlithi'^ses to genre traditions and conventions it 
ivould tenijTtlng to elaim at least a new style in the history 
of dcK-unicntarv production This would tc* a prtKess id dfing 
a sene's of prim i pies of effis^t c^r esst^nces ivliich in some man- 


ner or form dilierenliale ihemselvi's from standard prinliic- 
tiiHti. In this whiv. this scenario of surveillance and disci wery' 
exj^xw-L's M^methtng mi>re of the real The world, as d^KTjmen- 
taiy film history proci'tvls. is exposcsJ ov er and over, at limb's 
a little more lli^m we had imagint\i As an aside, this is a fas- 
ciitiiling preihcameni — i^ur imagination doc's md e^ei^-d the 
real but, incre.isingly. it rin longer exceeds the symbolic, 
eilher, \iuii ihi less, wh.il is mapjx-d in this process is tbe 
iv|XT.ition of figuri“S In dixumentary film. Tven difterences 
and slipp.igi*s manlfc'slc'd as literal art' nonethek'ss in a sup' 
piemen la rv relation to the figural. All manner of catc'gori/a- 
tion IS then possible only by accc'ss to figuration w^hich is fo 
hobble such a projcs l from the start The dixumeiit.iry*^ film, as 
the literal genre, can only N- understtMxl through the figunv If 
Siuo Sided smudge's the hnvs of genre propriely, and it this 
interpretation can K" NiH'n as somehow' indicalivei>f a tenden- 
cy, it imvsi K' anticipatisJ lhat e\ en in terms ol Kenov's rela- 
tional FFPCjimpiy iihrt the rc'sult will bt' arbitrary' and six-cific- 
Hiil this IS no! only a rt'sull of foregroundi'd figuration in SdP?s 
.Snfed for^ in tach this prjFTPJpfi-stiiUtPPi should be Ixoadly under- 
stsPtPi.3 as the prixess isf all film texts 

It is useful 111 understand Lisf rppyfapid, 

fipiirppp-ys Frvfn f?cr/prp. LiFPilstffjx'. SEiiLidpSi and Ki■*lsscppl^fpIgp^ m 
this seiisi-, as readings. Further, they should bc' [X-rceived as 
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-is rtMiJin^s This as ntit ttj 

ti/r them, thou^^h. hir n-uidin^ is Li]re.idv thi' priM i-ss i>|! Jiss4^ 
liiticm. Th.it I hr pnKcss of rrjdLjij^ is h th.it ,in ohjts. t 
avuld lu-vrr K* ptisititl as ihr ipf^jfisr and I ri tt^r Iei this 
M-rti's lit ^iJnns only lt> thr rxtrnl that tliry miivi apprar as 
aKTrations within ifn- vatrj^ory docunu iitarv tilm. Thi v 
rrm.iir, lhi>n>>h. ahoiit diKumriUarv film: rruiiLillv in ihr 
ni.innt.'r i>t alhisinn in asirtKialiiin ratlirr than mnimittnirnt tci 
a >;etirTtv I Irru, rv.idinji> is ivot pnvilr);^! a?- ma-^li^i-^' or as the 
substantiation ol I lie canon hot, rather, as compnlsii>n and 
icorkKlasm. It would be a I this jenelyrt- that ^'ertm's aelni- 
liL's asutj re-evaluali\J ttir, uhilc he docs imt lusri-ss^srilv 
articulate his project ,is a pnccsis of readin^^, it is within the 
j;;eneraE hnri/Etn o( the a va ill 'i;arde and kussian 
Constryetw ism that siseiat uictimi is pres.! ica ted uioon tH>lh 
avtiipulsion amt iconoLiastn. I ■umta mental lo bsilh i^^HTations 
is the comprehetisiiTit ol lan);iiage as malerial. X'ertov fim- 
ceives o-t a n-vsEh^tionarv' practice in the aetnal I ragmen tat el ni 
t>l the language of him Vlych later, CaKtard and t.oriii wii] 
assume (his propel with a htk^s of nlms that euimiiiali> rn 
the eoneise idi^t^logit a] critique of a nei^ s plu^tograph of fane 
I'onda. It is whth LrfhT To lime that siinte si>rt of link heti^'ten 
Wrti,i\ and ncent SL^-eallid H'lE-ret1e\ii e documentari^ts eon 
be imagined. Ns met he less, it appears tli.il ihe interesting 
dspivt i>E llus^' E'onnections is Il'ss genealiigical than epi^tenio- 
logiial. That language was vkxt conceit ici as malenal s*. mi- 
dal to knowti-dge; tiu- study ot language, (hough, can never 
be as discrete as an attack lor there is alw.ivs sonn' thing m 
language ih.it escapts* such pns i'^ion That which esca;.X's 
annihilation is figur.ilion. SiT, while Vertov and C.odard/ 
<Lionn may imagine ttiat their analysts^ were sutwlnintial anti a 
delerminativi- etfort it would bo Inaccurate to claim (hat the 
issue is i k^Hccl or (he invcs*ligation complete Their ohiictv ot 
eni|ijm' were always ligurc’s ol eom mu meal ion imagimet as 
material. Ehal is to say, the t^Utte ii'as nil wavs waged on a 
melaphoncal level. In s^mie crucial aspect, filmic figuresehid- 
ed catc^gon/alion and became manifisit elsew he re and this 
ci^’ttyisTc IS nol necc^stinlv sismew'here down Ihe Ime in dixu- 
mentary history but somewhere^ else in the processes oi 
knowkclge While a liJm antkipatt*s a reading, ti>a degree lar 
more infricale ihan tnis been acknowledged, a reading has 
already btC'ii inscriKd in the reprtwt^malioii. Ttie literid is not 
only inlesti.-d ivith llu‘ EiguraL bul instigated bv n A critical 
practice, in this case, would have to ri>c‘mblc a Jissi living 
familian/ation with tigureand Ee\l 

The idea of ''reading ihe te\t' obliges us tsi consul er, o^nee 
again, tEie role of pedagogy m relalion to Mmietlung eahtd the 
diK'umentarv' film. The dot umentary genre as a mapping c>f a 
history and an aesthetic cannot sustain the Eieltl t>E ent|inry 
Thai language Cnin bo sevn to play a role m knowletlge com 
pli tales matters enormously as it must be genera IJv under- 
stiKd as its own Wiirsi enemy That is, in language .ill that is 
present and fHigent is assumed to represent that whieb is 
absi-nt and impikenl and this is language s scdl-indtclment 
C learly, (he ehallenge to film analysis Ins in tIu' div ergence 
betwivn the known and the reading, the canon and the inter- 
pretaln>ii. it we now reeognii^e that reading and EangULige 
have always Kvn the ptiints of interc“^l in dmumeiitary then 
its analysis will havi^ lo accounl tor reading as a critical and 


motivaled aL’tivily. To the degree that this ivill p^>tentially 
enliven the academic relalionship lo dmiimentary film il is 
contingenl on the proposition (hat interpolation is al wav's a 
reading and I hat understanding or kmnvledge is a reading of 
(he III era I as supplemental in and around the figural E unctions 
ol language The (ried-and-lrue p^isition Ih.il, for instance. 
(pricrMin is a rhetorical Eilm maker while LeaciK’k is not will 
have to be replaced bv a dv^iire to read these- films his mu tti va- 
lent comnnntications, The ^MiTflrud lite of anv d^Kiimenlaryv 
tluni, w'lthm its reading an^l this is t^lablishcd and 

maintamid by the niotii ation to pursue and insure a reading 
.is a meaning. 

kisiding. as (he inveslnienl in understanding the exchange 
bitwtvn she figuraJ and the literal within the dtKumenlary 
film, IS criticiiliy cngagi-d as a hermeneutic pn^jiet. White mii 
entireiv ciuntorud'^le ivith this as a conclusive remark on pcsi- 
agogv. Eiguration and diKiimi-ntary I nonefheks^s regard this 
(IS a Eiindamental move to eneounler a shilting field. If 
bivomts clear that central to I his critkat activity is fbe idea of 
the canon. £. ertainlv the canon, as such, is eriKkd in the pro- 
cess ot (.Titieal reading bul this is lUiE lo call lor a rejection of 
the canon. 1 1 shout J K' brought im, paraded, and opum for 
business. WTiiy would its exclusion be* preeminent in our 
mind^? ](s critique is Far more valuatke as such activity comes 
to understand (he coneej’Ht of the canon as intimately related 
to the iradJlii^nal cvmcepts of idem it y and p^i^■rlc^^ The privi- 
lege accordid these^ ideas, caught ivilhin the workings of lan- 
guage, is only evidence of sinm-thing transitory One can 
Lilways read iVerfft and call for s^mu^thing new; 

.ind what ol n^adiiig Jji SjiFrycdts Wi-fi-s and demanding M>me- 
thing new buf witliats insight. This is nol to sav, gtnng to the 
other extreme, that the cations which now exisi in him studk-s 
musi bc‘ m.iint.iiiud; tlieir iTitique wnEl ivcurof itstjwn accord 
and m align merit with a general move to inson.^ reading The 
wider the readings, the grealer is (he erosion edecl. 
Decomposition is the case of reading, what projects are 
forseen a .s jxtUlttitt itttcrixrfliinj^ ivcur inily at ter a cerla in ero- 
sion, when a pnxisc^ gap is app.iri nt as .1 challenge 

This IS alt to s^iy that tlu- prt-sc'nt challenge is phidag4,}gical 
— teaching must give way to reading, fust as the literal will 
have lo accepi the presumplii>ri oi the ligural As much as 
JiHiimenlary is a genre complele with a hish>rv\, genealogy 
and ai’sthetic known as a Is traditiim I his is all in the pron*ssof 
ertvsion. I liis is Ihe case for two reasons, hirst, to the ex lent 
I hull, in thi," lace of repLVitLxl attempts to narrutivi/e the hislifrv 
i>r thi" ilis^umentary film, ihr ligural is always movid lo dis- 
placement w hich Is iiom. thiHi’ss a site of textual generation 
Second, the |Ustitication of the metaphor of sc^lf-sameness 
wEiich nmti^'ak's I his I radii ion of genrx^ is intTeasingly absent 
as a cntical pt>sit]i>n. l^uigunig^' speaks and we read hack as a 
res^XiUise to Its chailtmge. An_v psnnt ol cimclusitm, here, is the 
start ot another reading. Such a reading wx>uld underslatid 
that, while ihe literal imgitisof this article ns^ide in l^icke, the 
ligural origins lie in tw'o statements by t rinh T. Minh-ha 'T 
w ill riiHl s|H’ak a boil I, E wiEE speak nearby'" (From her film 
and "diKU nielli arv is/nia a name" t!ik 

Trinli T. Mnih-ha. "Documentarv IS/ Not ANianie,'^ 
(■\1isKT !^2, Spring Esf^ I, p.77-4g. 
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The incliisitin oi iin ^irticle un the work 
of Oliver Stone in an issue de\'oted to 
the Doaimenlary is not entirely inap- 
pn>priak\ His films have siimethin^ in 
cunnnon with one kind of dtx'Ufnentarv 
(and v%^ilh much of GiKlard's work prior 
to his retreat into the 'aesthetic'): the 
desire to speak atxiut and comment on 
what is happening or has hap- 

penetl very iwently and is still inunedi- 
atelv relevant, in order directly to influ- 
ence public opinion. They also raise yet again the question of 
boufhh: of where exactly the categorv 'documentary' begins and 
ends. We all think we know ivhal a dix’unientarv isn but when we 
try to define the term with any precision it proves as slippery as the 
name of any Hollywood genre- We can of course play safe and 
define the 'pure western' as a film set in a specific time {the 'fron- 
tier' peritKi of An\erican history) and place; vet we all kntiw that 
the Ihetnatic material, the generic conventions, the iconography the 
narrati\'c patterns, spill twer outside Kith intti movies that refuse 
such neat containment, and even inti> other genres: are Druuis Akmji 
the Mohiuek, Liynelii are the Ihtnr. Bomhe ami CMe, BIu 0, Taxi 

Drnw 'westerns"? — Where exactly does one draw the line? 
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Similarly, vve mij^hl tiflinc thv 'pun- d^H'^irrit'TiLm'’ ii't tho 
ri^nfLiin^ hi- I hr tvinu-r-! hI jh m^rit that umilJ hAvv liikrii 
PIlKX* It I hr LiiEniTa had niTt Wvn ihrrr: .SrirEifrd4^r jikI /^iirtr tui 
itir' f aurlh Iff fuh U i.>mph'ti ]v dr.ini.iti/i'ti, hi^^hlv li^tidriUnnisI 
birr [hrn I’niphattLiillv tMii lI^h uinriitaru'^ \vt ivr nit s].x'ak 
NimmA i*f fih' S'orih tvnnipIrtrK- dramali/tiit. htj;hly tritdrii- 
lisiiJh) iis a dmimrnl.irv ‘ ihr itniv ^i):; nit Leant Liiltm-nfr^ 
Hvms tr that rmpku's jvrrti'ss.iiP]ia[ aitssrs iviule 

\'4 JfplNiA u>i‘^ fr^pk^ils?!! j'niPph^ whit, wv are 

imlv ha\ i’ nahiTts,^\ lor its. arr disini; I’mirr sir Jr^s the 

tliin^H tht^v wEmld bo aiivivay U'r >hiiijlLl dij^m-. I 

think, that v^-htlr \vv ikiyI calr^tvriis ttir purj’hn^.t'*^ t>t th+iate, 
the\' are use' till tnntv as thr fru^hrst nt ^i.ink'liiH'Si nr marker’^, 

and actually k>s4' tlu^ir utility assnnn as w v attempt ri^iJ deti 
nil inn VVr Cdin niark thu^ y^trrmev ol the dsxumentari7ti^^tsiii\ 
iPp^Hisitinn la newsrix:"] and a M it key \hiuseeafhit>n. jsThay>s 
— inten^slmj^lv, ihev Iei tv clsisflv in riK^^ne 

pFn^raniniin|;k hul rtuist accept that I bey mark the evtremt^ 
111 a ct^ntsnxmm nn ^t'hk h nllier pi>tnts miji^ht be; Hie Ei^pE'rnrp>^i/ 
selecli^'e dLicumentarv, where siiilhitij^ is st.i^e^i but the 
image's are ti^^hlly Lir)>ani/i\l [Hotel ih^ ItuHtluh'yy, the nairatn e 
lilm usiii^ real j-^-tiple' pertonmn^ their real aclivalies' in 
Iheir 'real l^Hatuins' CFIaherlvl; the dtvunu-ntarc ri.vnnstnJL- 
tiiin; I he 'hH>pif' iitsell cnverinj^ the wuh-st ran^e nt tactual 
accuracyn trum Ihe ipf Anrf\t .V|Mry4/4ik'Fiix Mrx^ Jr to .Viy/rJ 

iixii/ fliiyi: the lietmna] lilm iisin;^ nun-prntessinnals (nvuLh 
Italiiirt nen-realismS; the tictional tilni u^in>^ prnlesmiina] 
act^/iTS hut shist enlirely t^n Icvatinn {The Nidrd CHy, much 
Renuir and t.ktdarLi). I he tktinnal tilm drawing iip^>n histivri- 


Lal e\'ent^ [itUHin^ atn^ut I he Titdiiiic, etc. S... When we ha\‘e 
reac hk-d the manlaE tFibulatums nl Harhara Slanwyck and 
<. liittin VVk‘hh. Vtiikev Vhnisc' is already wuhin sinhl. Sti>ne's 
lilms hi^ide rrniTi The UnruT which stands mi tar apart trsim the 
res! in tinii- and inn-rj subitel-niiUter that mnst ul us lend to 
Inr^el he ihnvEisl ill N'ksnj^ 'rfimeuhere aruiind the middle ul 
the iLnntnuiurn. draivm^; un many id the aspL'cls that relate tu 
the foncept 'diKumentHUx:' I his is musl nbvkiUs in Seitwlar, 
wilh It'' narelul ri'ieMstruiLtinits iM -kiin urnented his ti^r leal 
i- vents w nvi-n iiiiii a 11,1^11^ e biuh aRiund I he at tix ilii-s ot a 
'u-ar [vrstifi. hut thedkKumentarv impiilM^ is just as slr4>ii); in 
I he ottier tilms. As tur [endi'nt]tHUsni>s., it hiis Nxiiine a Ci>m- 
mon place tn insisl ttial all lilniitiakin^ is tendentiuus, mii.pre 4 >r 
less LI verily. Thy ^lilterenie bidwwn a ntncsriivl aaitl the "uhvi- 
ikiislv M'kvtive divumi-ntar^ ' lies purely m thal wi>rLl kibii- 
i>usly ' a neiysfis'’l L'ameranian divs net 'iiijsl hiTpjvn' lu bo 
there with his L'amera hatuiv w hi-ri' thi' rikorded e\'enls li.M'Hk 
placep he has eilher ^hk^sen to bo there ur boon seiil (and sixit 
by ihkPM' with their own particular staki- an the actu^n); and it 
IS unlikely that his liHPla^e will K' Si.ri'i*ned li>r the public 
uiu-diled 

[ have resist e^l Stone's iverk knr SiHiie years: I tend (by 
rumire' or condi turning) to bi- n-sislaait to n^Livn^ thiH stvm tk» 
want to bhiilgts>n me over thi^ hs-iul. Bui I h 4 ve come to feel 
that an\aine interestisl in the p-Hisihihty ot sucLesslully {in 
K>th the cipmniercial and artistic M*nscsl '^listaining a radical 
leftist position within the mainsEre.iin Ilnllyw'iHKl cinema 
since the 7iTs prraaO lake hi^ w ork verv HTuausly indrt\1, e-cam- 
ining not fUst the degns- 4>t sycci'ss but the conditions thence 
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trie turns jnd cumprnmiM.'sJ thM hiiCkc-ss p^^sible. 

Thi^ 1 >lud|i;t.\miri| 4 ; tor L‘\tinipkv c.in bt^sttn mA ntif^siifily 
tho osprt“%sion ill A irrLili\'L-ly L rude st^nsibiltly, bill ,is a diri\1 
L'ons^’mionko iif Ihft" ktinJitjotis: thr ?k'nso ihtil.. »iniidl I ho ^oror- 
a\ i’iico phony ot conserv.ilivi', rciictiun.ity voict^r tlu- fuily 
WAV A klisstdt^flt L^Jii niuiko hlmsc'll hi-L^rJ is to sh-oul .it tho top 
ol^ his lungs. (Tho AsHiimphon is ittil iinL'osSiiriily tom'cl ptT- 
h.ip^ one ends up meanly 4 I doling to the npriiiir: but it is 
1 i\tl V u hi Ji'fst.i nd tiible ) . 

The probtemi oJ address is erueijL \ thihk. Stturo's litms 
oppoM^ otten wilh impTi*ssu’e strength .3.hd toree. I he generiil 
dritt iit the eutture on the ideological le%elp and they h.ive 
reiuh<.sl wrv wide .ludienet's. but they do so by embracing 
ivlthoiit qiii'stton I he prevLiiling means ol cinema lie evpres- 
hiiiti: I L .innot detect a Sitme "slyle" ihal distingnishi-s his work 
klearlv troni the current norms. 'Blud gaming' is by no meHihs 
pc\iihar in Storuv it is a dominanl principle t>l our conlempo- 
rary popuhir cinem.i I have no wish to revive here an 
Adornik‘st|kje altitude to ‘mass culture' and the mass audi^ 
ence,' Audiences tor movie's are not and nei'er h.ii'e been 
mL>ncdLthlcally helpless and passive, they hiive always coi - 
eas.3 the tull range Ironi p^issive complicity to mtical aw are- 
ness (leading aside thi' intangibks^ that t.ike pl.ice ivilhin (he 
uncorsciousl Ihw i don't Ihink can doubt, surveying (he 
contemporary Holly wtHKi product, that the situation has 
worHMiksi. and drastically. Stone's w^ork is characleri/ivl by a 
dc“^ptTatJon to communiCLite with audiences w ho have been 
wtllingLy brainM ashts.1 and di,^^nsitijcd bv the degeneracy of 
the late capitalist media. {C>ne should add that there is no sim- 


ple case of I hillvwfMKt t orrupting its audience; it would bv no 
more and no Ic^s true to viy (hat the Hitidience ha^ corrupted 
I lolli wcHid. as It is clear from (he lineups thiJl f^siple are get- 
ting what thev think they want. We talking tif the w^hole 
nunement ot capitalist culture, hnvard its linal Iriiimph or 
disintegration ^ neither ot which can bt^ look^'cl torward to 
with mukh ho^’n- lt>r the fmiPitdialc future — and one cannot 
assign blame to jfs inkil^ ldual components). But ifj on the 
level ol tlu* ^ignilier, Pkih»iur and en th' i<>urfh af |jdy are 
I’lrluallv inklistinguLshable (orm the* Rock vs .inti Rambsis, the 
Lethal W'vaf.xiins and tlu* Kotuvo^w £or distinguishable onlv in 
the superior intelligence controlling thi- means>, then what 
tH'come^ L>t the signified? Anci what are the attcrn.itives? 
Lnlike manv' ol m\ toUeaguts., 1 don't think there are simple 
answers to ihesc* questions they reprk'M‘nl a genuine, unre^- 
soltable quandary I think the answer implinl m buoie's 
work is an honorable tme, and so is its opposite. (The j^erspi- 
ca Cl oils readcT will perhaps anlicipate here the particular 
itn|XTrtatue 1 attach, among Stone's films, to Kjjdpa)^ 
t>t the li\ e (ilms ta^m Sirhudor to mt Pir LiUirt/! nf 
xvhich make up th<,' main tusiv ot Stone's achievement ssi lar, 
w^e ma\' conveniently he^gin with P/aJtiiPn and VVrdJ Sfrn'f. not 
Ks. auM- ihev repri'seiit Slom.* at his K*st Con the conlrarv. they 
scu^m to me the wuviki'st ol the tii'ei the fw'o that IcMst a*pay 
repiL*aEed viewing, where the alienating leatures ol Stone's 
ivork the ohviousnc*ss, the cruditv ot attack, the assault on 
easy targi'ts — are least countered by his elsi^when- saving 
graevr (he sense ot the ditficuity of what he is doing); but 
K*causc* thev share, revealingly. an alnusst Identical narrative 
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stnjLlunv Jl LMii K^h^.irk'd thus; 

( An 'innoLi'nt' youn>; m^n Cphiyed hi buth tilms bv 
CharlLL*^ Sht^L-nS i 4 neiv CiireLT situ^atinn bv his own 
choko (t liris in h.is voluiiltsiTt%l. fluil 111 

opts tor j iUijwT in thf slih-k m.irki, t ti^iinsl the wishi-, his 
hit htT j . 

2 the now silUditii>n is JofinL\1 iis j bEittk'^^niind, litiTiilly 
in rrii'-hiphorK'jlly in i;[ iim inip^jsin^ 

I hi" inotaphor nn I ho liJm: it \s »\ r<\ urR‘nl, indts-sj inM^ionl, 
motif in iho Ji.ifo^uo, bo^inning with Michiiol f'>tn 3 ^l.is’s 
'Ei'ltv tkillk" is Won bi^toro iPs k>U);h!...irs tronch iViirtLiro liut 

there] rHif1. 

3. Plimji^ed inisi ihis new .inJ diin^enios situfitionn tho 
ppiii^j hjs III tn«iko n thoioo oi iilk j^i^inco Kiweon two 
o\pi.'Tioni’oti i>[Jor mon who foprosi nt iipposod si^ls ot valu^-s: 
in Vhihkus, tho hvo sor^ojiils [VViHom D.ifiH.-, Tom IkTon^or}; 
in Hud's ^ktu.iL t.ilhor, both on ^md ott soriivn 

(Vf.utin Shiviii ^nd oh.insni.iEic tjtlu-r-li^uro Gordon (.iL-kLi> 
(MioHeIi-] I sKill rotor to Ihoso ^is GihhJ Kitfior' <irui 

Ikid F^ithor" ros^^xsrtivoly. 

4 TbotkvsJ Falhor isiipp,illod by tho sitoafion Stho 'Kittlo' 
ground') hiit know's ho is complolrly poworloss lo a] tor it 
oikn’tiioly; ho a“4ij;ns him soil to ^innivii] and iho pn-si-nattipn 
of ptTWPnal inlo^riEy and dwonoi- The B.id KithiT- aotvpls iho 
situalion iind Mvks loo^ploit it h'pr his oivn onds and salislji > 
turn, nto fkid Faihor i^ niolivati-d by tho dosiro not only for 
sun ival bill tor poivi-r, whkh tho tknxi Fathor has ropudial- 
L\i. 

5. Tho iurninji^ point in Kilh films {it ix'ours much oarlii-r in 
P/4 |Jliiii;i thon in Hiii// Stmf, ^ivjn^ tho la nor film iho ei}^e in 
Iho main Iona nco ot moral lonsion): iho B*id Fathor dostrovs 
iho Ciood Fathor: lilorally in Platihm (hi*ronj^or is diroclty 
rospiinsiblo lor Dattv's d oath I, tinandallv in VVifW It is 

this action ihtil is dtvLsiio for tho horo’s ullimato cluntv, load- 
ing lo tho ddnouomont. 

h Tho youn^ man destroys the had Fathor^ as an act ot 
proU-st and moral oulra>;o. A)>ain^ this is liloral in f'fittckppi 
(Chns shiHsls fmarKiH?il in Vk'aU ^treel. An important 

dilloronco: in tho tailor film Ciokko lias hi’on ossptirsi'd, but wo 
camu^t bo certain iho ho has boon oftivlivoly dostnsyod, wo 
also know that olhor Ck^klu^ will take his place, ihal lu^thinj^ 
has Ixvn radically changed. Bud's fuluro, prosumaHv, will K* 
tti Ii0low‘ in tho footstops of his fathor, non -corrupt but tmpo- 
tonl. 

This IS nol an attompt li> nsiuco Iho films to OisJtf'sil contlkts 
and LpbJitifato Ihoir political thrust, a common enough prac- 
licoof contemporary criticism: tar from it. Tho ovorall psittorn 
can bo ostondod lo tho other films that lack the obvious 
fa I her /son dramali/ation, w^heroupon il Ks.Himc^s clear lhat 
^tone's Ikid Fathor is American capita lism/impenalism In i|s 
auTont slago c^f ovolulion, Iho Gtxid Fathor onibixlyiiig vari- 
ous possible (but never effoctive) allernativos to il II is 
bocausi' Slono grapples m his films so dirtxtly with l asi and 
prt-ssing ^xililical issues that his work ekpa‘sst‘s, wilh romark- 
ablo vividness and force, the ejuandary of ihe left- wring 
American ink-lliTtual: lhc‘ only practicablo and effcxiiTi o altor^ 
nativo that political lhRH>ry lus S4i far de viscid is somo form of 


Manist-bascsJ scKialism, and in Amenca (and i‘s^Hvial]v on 
Iho level ol ^xipular kvjllure and the mass midiar which are 
determlnisJ and control kxl by v^'oallhk dial 4ilternatiw is tabu: 
not only can it not bo- mentio^ni.d (except of course dorogativo- 
lyl — it must not oven be fheu^^t- This dolini.-s, I think, tho 
essential character ol htono's work il is Kilamxxi prcxanouslv 
on the borderline bcriw-cvn lurious and impassioni^d protest 
and an al 1 -but-o\orivholniing despair (obvu^usly, when 
dt-^spai-r bi.'comts complete, protest becomi-s irrolev^irilF For 
me, and I ihink tor many radicals and woiild-bv radicals 
todaVr this implicit, undermining tear that priHest may no 
longer be of the least use, that the batik's are already los|, 
toueheson a very mlnoTableand painful iwrie. 

VVliilo and iVa/JT Sfrivf are nol the Slime movies 1 

nu^st 43 dm ire, they offer t>pportunitii> for siJuting his most 
admirablequaJiti'. audacity, and the magnificent aplomb writh 
w'hich he brings otf things i>ne wituld have suppisexl wvre 
tabu. 1 never IX pecied lo set' a tIollvwxHHi movie that msl only 
condcuHx but celebratts a soldier's dehbc'rate execution ol his 
ow n siTgeanl — and not in a disreputable little 'exploitation' 
movie, but in the kind of prestigii>us production that gets 
hortounxi writh Academy Awards. Sfrn'f is even more 
remarkable in I his respeci- Roland Karthes in 
coined the word it nomination' to signify Ix^urgisris capilal- 
Lsm's principle ot camoufkiging its grossness bv suppressing 
the terms that name il: if socialism' is a tabu word in 
Holly wixhd cinema, I hen s<i is capita iLsm.' I can ti-stify per- 
s^uially lo tho reahty of this t was mice iiilen riewixJ over the 
phone bv a p.nimal3sl frt>m one ol Toronto's leading nt'wxpa* 
pers. After one of my n-spiaiH's there' wms a shenrt psiu^', then 
the voice came: Iks we httix to use the word capitalist?' I 
askixi what word 1 could use that would replace it whik- 
kix'ping the si me sense; there was 4inothcr short pause and 
the fournalisE pass.-J on lo the next quv'slion. The interview- 
did not maki" it into print. WaU SirtTi not only uses the wxird 
'capitalism' but defines il tn all its rnKmstrousnt'ss, and ihi^ 
not by implication but explicitly, in the dialogue. Slone's 
stralegy lor getting aiv4Sy with this is superb in its cumbina- 
tuiii of nerve anvf arcum sped ion. All tlu- reallv ileva stating 
siHxxhes — 

■"rhe illusion becomes real. And the more real it 
becomes, the more desperately thev want it. 
Capitalism at ils fiivest/ 

■■Ihi" riciwxt one- per-cent of this country owns half 
our country^'s w^ealth.' 

'■hou'n^ not naive enough to ihink we'n" living in a 
demix racy, are ytiu?' 

— are put into the mouth of Ihe film's arch-capitalist and 
arch -Viliam Ca;kko (Can the Devil speak lrue?k There is of 
ciiursi' a price to be' paid: the audience can reflect, and writh 
some justification, "WelL it's this B,id Guy saying all ihi^^ 
things, and he's Kxti discrv'ditc'd, nghl? The film isn't against 
capitalism, it's against people like tiekko who abust* the sys- 
tem. < aHxi guys like Charlie Shixu's dad live within it and try 
to m 4 Tke Lt work bt'ller.' It is, however, quite impossible to 




im^igino Nin ^ilkTn.itn'e %'crsitvn of iho tilin getliii^ — 

evjdirg Lfens^ir^htp — in u-hitrh the 

spetsTht^ wvrv givi-n tn Msirtin Sluvii, in Tneuth 

^vinilJ bi^piTtivtly lippnipriah*, 


It HvniH liigiciil li> wi^’v (,Khri.^m>legk".il]y3 P/fihu^Fj iind 
Wait to Stivne's third me\ ie tL^ntred mi .1 yi^ung «ind ini- 
t Lilly rnniH'enl prtitiigmiht^ mi !hi- fimrlh e.f 'n-hi 4 .h 
both him ,itid ^tlirmjgh idi-nNhcHihcml the audience nn .1 
^iThiliir [tourney trum inniKcncc In experience jnd ends en 
whiit iw'ithin the term^ nl the ninvle) -ippi^irs misfe int- 
ingty p(isittve lUltt^ Hut I KvAOt hriippriHich (he (^ilm de^ iinisly, 
vi-i A dign-ssiiin on the tre.itmenl of ivemen in Stene s .1 

dlgrt*ssien urn T^Ji' jnd the complex, perh.ips amfused, 

^ittilude to niEisculiniti' nuirijh^^teii in the iilms — the m^ijttr 
issui^ Ell s4-xu.ll j’hiilLties th.it tOusi hx- sxvn in cltise reLiti^m to 
I he motv overt (no( Tixx\"s%.inly mow imporlLuntl pxililicjl con- 
cerns 

It will ho generiillv agreed tliuit iviimen dii not come oh 
very sirmiglv ?ir piisltively in Slone's live rx-ceni tilms, the 
ch«ir^itieny,disins K'ing tor the mtisl pirt either pertunchiry or 
hostile This should be seen first in the eonlext ol ^Hist«' 7 (K 
Hollytvood. ivhieh is luil simplv mtile diimm^iled his w^is 
^l|^rt <ivs the Ciiise^ hot j^NffN idor^s/ doniinL-tti-xi This ts obviously 
enough on the level ol the \iclion' film ^ind iis ovenv helming 
populLirity — kinrkv, KLinibo, lndiiin.j |i>nt> . I he pre-^tige ol 
st.iTs like St.illoiie, S. hiVitf^eiuyger AVi\l Nottih. the 'Return lo 
V'lx-tn^irn' mox , the '[xih.il VVe^ifxin' films Hut it is txiiLillv 
true on the level of the increHisingly r.ire insLuiLi-s eiI disiin- 
guisiHxJ tiL hieveinent: the- Work ot S Eir-t-M- And Cimoivo. And 
ol de r.iltn.i sim e he .ihiindonxxl th^- I litchccKk csmmHrtion. is 
px^nflsively mLile-centred .ind ni.ile id entitled In I heir tnst 
w’ovi. ihis tendency L.in htcome ir.nistLirtni'J into a i rjltj/idr o( 
mjscutinity, in ivhieh the i^'onit-n's rolx'Sr whilx- ■'Ubordinote, 
btx»me mici^il (Ri/yory HnH isot xMurst* (be hh U'i c/tisspfjis}. We 
m^iy nok^ th.it Stone has i.vorkLxk as scnvm^riter. ivilh both 
Cimino and de EVilm.i, and in Imth east's |he ivoFnen's roU*s 
( w hi le still su S l ini male) I n E er m 1 1 1 en ( L y a ch leve ( pcT h a ps 
through (he actors" |.xTlorTnans.vs) a force and n^^mince ihev 
genera II V kick in StEine’s work: soo Mic helle Pfeiller in Suir^ric 
.ind Caroline Cava in Yon iif iho flmyini. The phenomeni-in is 
so widespreaii ih.i( we tend to take it for gra nix'd, alnuist as .i 
faef ot naturt% it is ivisrlh remembering th.il ihis was nol 
alivays the c.ist^, and that the ci>ntempt^rary* HEdlvivisovI citu^ 
m.i can tiffer no equivalent tor a Slernherg, an tlphiils, a 
Cukor, a Miiii-Lli, or ei en h^r the ^lec-p ambivalence Eit a 
Hilchctx k Cihrough de Palma at his riire be^l cameck>SL-T. Et is 
also lo be regrt^ttixi I hat the ini 1 1.1 LI v i> rv pnimising earurrs of 
a number t^t women diri\-tofs in tho 'TH's bive amiiunltsi lo 
so 111 lie (or much worse, in (he case of Amy Ikxkerling). 

^xdiiiJer repnniuces. with onh' tniium.il variatiEin, the t epi- 
cal ‘f( 4 K figuraliEiiir then- is the CkMxl W’Eunnm (jami.^ WitikTs 
SalvadEvixsin Lin tf ). initiallv Hlt-asstThve, bu( quickly repeal- 
ing hersc^ll to be the helpless, xtepmdeni female^ ivhusc- E>nly 
real strength hosm her roie of mE>ther: and the Had Wtunan (a 
television tournalistli strong and inde|H-ndent hut also (hEir- 
oughly l^btlis^^ opp^rtynistie .ind, con^ii-nxx’k'ss Tbx^ f anM 


Weim.m's til lilt ion as niEFther is cEinerivxs,l inily in (he most 
tnte, convx^nlioii.d w-ay The third significant (emale character, 
I he social is^orker ivho is ra^H'd and murdertsJ by a death 
squad/ has ihe ^Httential to traiisiX^nd this simplistic Eipinisi- 
lion, tiLil her to\v is tw undt^i xHopixl \o fulfill such a hmclion 
Women scarcely figua^ in P/jihioPi. Daryl Hannah in Sfrivf 
IS a van.inl on the TV ^lurnalist in Sab ador, more elaK>rak'd 
but scarcely more Lompk-x, genuinely attraktt-d to I he lierEi 
bul Em.ible to killow him in his prEigress \o ms^ral integrity at 
the cost of a lucralip e c.iri'er. Spime rx-g^ird tl think PSTongly) 
the high schiHjl girlfriend cnl birpi uspj ihn fourth of fith in ihx- 
s.ime light; initiallv coinniitti.sJ to the prpitagonist^ she aban- 
dpins him when he is cnpptpsJ and impotent I shall say for I he 
moment thal 1 don'l ihink the film blames her lor this: hume 
is certainly heiI so naive as lo suggist I hat a yiiung, lu-althy, 
. 1 C live wEimeri should Nicrifice hxTself in such a ivay- Only in 
RiidpE* dt> I he women dircxtly challenge the male prolago- 
nisl, achieving a cerlain lorce and autonomVr thi>ugh that is 
alM^Cipmpromistxl in various pp^ays. 

Prior to Hc^rpi ippp Ikr reurPh nf fuller miPthers figurx' little in 
Ihe lilms. The male prEilagonisls of bp^siipfer. Phhnnir and Tulk 
RiidPLp di>n 'l ha\ e I hem {C Kris in Phhxm pp rili*s k-tlers lo his 
gra ndmoi fieri; Bud f'ox's mo I her E Wtif 1 .Stns'P? sudd-xmly 
apjvars tor abnit a minute thrtx' pfuarters of Ihe wniy through 
the film in a hospital scene PP'hen her husband has a heart 
diltack unk-ss I misvi-J someth ing, sht- is not t-ien mm- 
timuxi earlier Et is mierx'sting, Ehi^n. I hat mxnh of thi' blame 
fiir Ron Ko Vic's tragtxly is heapxxl upm his mother I dtm'l 
think the lilms supply enough e\ idence for one to asst-rl thal 
this Is something perMPiial to Stone {il may defixt- largely 
from the simrLi.^ material k bu( it is not mconsistenl pvrth the 
apparent inability to identify PP'ilh .1 female pxisitmii manifest- 
ed in (he EPlher films. The altilude to masLulinity (which 
stx-nis hIs jH-rliiient ti> thi- lilnis' i]n5,Serlving desp-raliim as 
I heir mabilify to define or embrace any viable fxililical Lilter- 
natipe to capita I ism I is L'learly the Pi^roll.iry' ol this 

But at I his point il is rekvant to ct>nsider Jkc' Jkpppji, tfu- lirst 
lilm Stone Ki'tli ivrot^Nind phrtx kxl. a film that sex^ms tar miire 
inlen^ting, and far more nearly successful, nopv lhan wlaen E 
sapp' It on its release in l^Hl. It Esbviously repn-sc-nls a 'false 
start' lo I hi- career th.ii Stitne* has suhstx]^ui-nMv I'luiseri to 
di-vt-kpp tlix e years sx-parate if froni Slone's next film as dirx'c- 
lor, Srfrprder, and it is the Einly one of his movu's I hat lacks an 
iwerlly t's>liiical thematk), but its Pen" explicit concern pvith 
m.isi^uliiiitp‘ and si-xua! pKilitics re]ali~s strikingly to the later 
pvork tit not in ^my obvious way), suggi'sluig a wry ilitfereni 
dirivtion Ihe lartxT might have taken. 

[ initially n-jt.x'tixj the film on ihe grounds ihat il K-gan as a 
s4-rioLJh E^roitxt, lost ctinf idenie, and priKxxxipxl imeasilv to 
sx^nd itselt up Re-i iewing il on vidwi in the pm acy of my 
home. 1 realize I kvbly piTmitk’xi myself to bo miskxi by the 
audii-nce's reai tion, thi-ir M'Einiful Eaughti-r E,xilouring mv per- 
Ei-ption The film's problem is that it diML^n't work on the 
supiTficial level of xisceral htirmr I hat auxtiences have been 
conditionxxj to demand: as an objxxl ot I error., a severixl hand 
Lannot xompe-te Pvith |asi>n, Michael and I rxxJdv. t>ti the con- 
ceptual level. Ihe film is intelligi-nt. logii allv thought through, 
.ind consistently serious. 1 1 is smglemimkxily, anxt very con- 
sciEiusly, coneemxxl with masculinity, ihe male ego. and cas- 
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Oration anxioty h is alsi^ wry tTiliail ut Xhv masciilinisl p;>si- 
lion, iind LulElTt^u^h icntrisJ on a male cniist ituisnt'ss) amt.iins 
puThjps I hr two nuisi t’[invintiniy;ly and hympalhi-lkMlIy rral- 
Mvd acti^ r k harach'rs in dll of ^UinrS work ditXv. It 

Will! Id certiiinly wtsrih reviving ihtTC is .ibsisluU'ly no rca- 
S4>n why Slone and Michael Caine should kvt emKirra^scNJ 
(see the eiitrv in iKlII sell-appt>LntLMJ ofuitle ol ctHilem^Hirarv 
p>puLir tasle, I is>it,srd MaHin's 7"^ .Mnj'i?sL 

The hlni sustains bilmoM unlil ihe end that hesilation 
between a ratLi>nal and supernatural e\pLi nation that 
Tiidt>fiiv Siiw' as the delining eharaelertstie ot the I'anlastk:' 
when it tinally opts tor the rationaC this proves in retn5spis:l 
to salislyingly logical and signal ksui at many points by the 
use of cinema lie devices tsuch as llie use' ot moiuvhrome tor 
the hand's lirst murder — thedert'lict w lui lus shi^uhsj abuse 
at Caine / [on l ansdale — w^hiirh w^e are \o see as Lmsdale's 
w'ish-tultillnient fantasy 1. From Ihe K^ginning, the film eslah- 
lishi's L.ansdale's right hand as the symtmlic phallus. It repn.'^ 
seots his pnitessii pnal |H>w‘er — he is the author ot a vomic"^ 
sinp which he b<Pth w rites arki draw*^ — but much more: the 
hero of the comie-strip, Mandro, is clearly his fantasy eyOj 
an alF|^v‘Hwertul inv incible 'supi'mian' who, in the epis«idei>n 
whieh wo M.S' him w^orking, is i^siiying thi" n-scuo of his ideal 
w'<¥ni.in in i^rder \o make her his ^lut^en. For l^insdale, d is the 
act of drawing ihe fantasy I ha I renders it rcA, validating ik as 
he draws, W'o scs.* the signet ring on his finger prominently 


btMnng his initials, his identity. In ehjsc^ p^lrallel to this^ "tse 
learn that his ivife is stmggling, with considerable trepidation 
Khe knows her husband), not necessarily lo sc'parate from 
him (thnst is h*.iw /pc intef|,''rels it I but tt^asseft h^-r right to her 
own carwr and her own space: she wants to move to New 
^ ork, leaving him in the count ly hut spending time w ilh him 
every wt.'i'k. They are si ill lighting a bou I this w*hen his hand is 
severt^f at thk- w^rist, and mysteriously disap^H'ars, in a driv- 
ing aceidenl (s/fc is driving). The whole film (its weikness, 
jxrhapSr is that Its sci^pt' is more that the anecctote than tsf 
the developisj work) grows logically imt of this premise'. 

- La nsd ale's agent enlists the aid id a promising Vi^unger 
artist lo realize graphically Linsdale's concepts The young 
man (elearly not untiiuche^f by the w'omen's mi>vement and 
ihe gendiT coneerns of the 'Jns) tries lo modify Muvndro's 
phallic pinver. iHiinsdalc is iurious: 'Yi>u didn't cut the balls off 
Supt'rman.' Mis ego requires, above all the submission, sub- 
i>rdinatum, and sevual fidelity, of w'omen. I le conlempluous- 
Iv retis. ts the sugge-stion lhat he set'k psychiatric help, i>n ihi' 
grounds that liM^king inside onesc'lf is a w^eakening e!K[,X'^ri- 
ence. The film moveSr thripogh the murder id his young Itpverx 
a female student, and the attempted murder of his wife, to the 
postscript in w hieh he murders the female psychiatrist 
(Viv'cxa Lindlors) whi> is pridnrig bc-niMlh his amsciousnt«^s 
— bt'lieving all the lime that the crimes have bevn ci>mmitti\i 
bv the reluming severed hand, absidving himself of ail 
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TcspiJii?Hibi]ity In it?* ^ik'k^li^mindLHJ i''Kp(j?iijre iht- presump- 
liivn. .irfi>^,incc ^nd viilncTAhilily uf I he ^UIW ct>n.'*lrus,k\i 
m.iU’ Thi- iftiiitf am certainty be cld lined fur the hmsi]! ejit- 
ll^ h^ninist horn%r 

III I his il sEdruis .iliTne in Sliiiiv's ivt»rk — lo the extent (hwi 
re-Mvin^; it niHer e^pisure tn the kiter wutks amiL^ js Mimi- 
Ihmj; oi li ^hi%% nnd □ ?y.il\it4m uiie. It scvins th-it, lor Slone, 
the leminisl eoncem me overu helmed by his st^nst' ill the 
urj^i-iHy of diniL Ely pKilitiCLil Lssxit^i, jnJ he has vet lt> syceeed 
ill integrating (he tivn. Vet sneh an inti.'^ratiiin mjy still he 
fenisible: the fascmjlion wilh nia?»eulinitv-as-stxial<unstruet, 
submif^ed m the iiii(en.enin^ tilms where male aimpt^tili^e- 
rus^sHind aj^rt^siun seem j^eiHTally Utki-n fiirgrantL-d (though 
not endorsisJk resurf aa^s in a difterent but very interest inj* 
himn in f^fnj iyh iht^ Arwrffp [if }uh. 

The first 'movvms.Tit‘ of the film — up tts the transition to 
V letna ni is de voltsi a IjtHisf exel usi vely tti de?>i’ribin hoi\‘ 
masculinity is constmctt^J m American culture, linkin>p il to 
power^ tonque?iE, ajiy^ression. patriotism on itn- ime hand and 
ri’presslon liii the ^iSther. The children'^s Wnir ^ames ari.’ ^:Hta^ 
posed with the Edm's tirsi Fourth of |ulv parade: the conet^pt 
ol 'manlint'ss' is detintd in terms of physical prow ess and the 
lotal subiu^atton of iKt^ Kdy ki I be will VVhi>n the young Bon 
Kovic IS Lisseki on I he lijis by a child hoi d swet^EhearfH his 
instant ri.'sponsc is tL» boast about his pushups. All-male 
sports are linkid lo violent physical training faccompankd by 
savage exhortations to 'kill! and compo.‘ttliveness. The aim ol 
tnie manhood is lo he The best ' Mrs. Kiw ic's proud comment 


on her son rHe wauls to be the best' I is echoed in Ehe 
marine's recruiting sptvch in ?H'nior high schiHil I AVe want 
the best — nothing but ihe best'l. The students are stdukXd to 
enlisl by the alluring promise of Thirtwn weeks of Hell lo 
lind out 1f you really arc a man.' All tht'se inslitotnmali/id 
pri,^sures, rat died by ncilions oE morality and honour, are 
hnkLd in Eum to the aulomalic and unreflecting s^muting ot 
patriotic and anti-C omrnunist cal eh phrase's: Better dead 
I lien RLd/ tears of a I lack by C uE%m missih-s/ Capping il all. 
st'lling uptm the construe! the finid slmI ol divine approval, is 
the molher's commitmi-nt to Calholieism: 'Communism has 
lo K- slopped. iTsCkid's wTll you're doing'. 

It IS in this amtexE Ehal the complaint that the film is hos- 
tile to u omen — or at least unfair in its treatmeni oE them — 
has to be considefed Allow-lng for the fad that, like all 
SloHes films to date, the film is firm I v male^^Lxmtred, permil- 
tirig little empathy or identification with a female edition, I 
Ihink the complaint is unjustifiLd. It certainly is in the case ol 
IXinna.' KvTa Sedgwick: far from blaming her for not devot- 
ing bersL'If sjcrihcially to a castrated cripple I her res^xinse tt» 
Ron's paEhetic attempt tii lure her hack into a romantic rela- 
tionship is I m starry aboul what happi'ned tis vou, Ronny/ 
the humane but catefully realistic reminder), the film pn-sents 
her as crucial to bis sub?ie?quenf progre?>s, suggesting clearly 
that fa) what happe'ned ki him is partly Responsible for her 
own commitment Ut pnilitical activism, and (bj it is her guid- 
ance and encouragement lhal st"| him on the road to a similar 
'.iimmiEment, acceptance t>f his condition, and the eiiiTLSts.jiienl 
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rect^^x'ry Jij^rniv And M.'lt-vv*ir(h 

IjiLiiTii- nl tiHirvi- atUKht'd to Ron's molhor (Cvirolnio 
CiiA.i), tW JonnriLint ii^iuv in liw t.imily in .a WlIV j^rnrrjJty 
rivt^j;ni/t.‘d ds '‘ Atm-ricdn.' Xhis connot he 

>miplv inliTpri'k'tJ ds K-lr.ivin^ an animus tvomor or 

d^din^^l nuilKi-rs in thv .ihstrait Mrs. Kovic is pi lift'd Rrniiy 
WEthin a s<H idl t'nviTEmnnt'nl dntl viewed js its prisJUki. SKr 
Kfomos, nimon^ inther things, a mod its t>l dttdfkm^ the influ- 
onaM^i till- C iithtHtf t hiirth. itn Joji^mit kttlinj^ into .ird iti-nur- 
ihhinj^ (bo et pdtriEiltsm Slio is a witnun tvho h.is 

^non borsoSt lot.it] y fo tho fult i>( niiisoulinilv (in this sbo is 
stronj^^lv contrListo.! toil It EJttnnaK uhi]-s( vii>lon(ly ropudiiilmg 
itnv rt^ron’iifo t\t Ets •H'stJdl iispt\'ts (the toord 'penis' my si iu>t 
he ntlereJ in her house). True, the lllni LiEl.iLiiod 
hid me ttt her. bill is this roiilly objirtion.ihlo? The nerviuis 
leelinp; th.it il is somohiHv u rortg, beeduse o(^ women's 
oppR'ssion, to 4 ist nbe dny bkime whdle\ er to d toom.iii st'onis 
U* me dLin^.;eroiis tit deny women .my Llo^reo ot jH-rsoniil 
re-^pimsibilil V fitr iheir w'otd> iinJ dotitms dppoilrs more 
iiisyltiiig ihdii eiiJighteOksj. ditil iridv U' yet dntither md^nifes- 
t.itiiEit i>t thi^ i^tridre hdl mvlh ot 'the helpless lem.ile/ 

The ire.itment ot N.i>n‘s eiistfiitiitn is Jirks:t .md oikplieit, Nil 
.ilstj vt-To st-nsilioi'. rlik’ tilm's i'fitik.il mt|T.iirv into Tri.i!d.'u] mil v 
rtsquifis ii e.trolu]. oomplt'x distinction K'tween the Phiillys U 
m Ernst rows, (sppressi%^e iind profoundly myslilied symbolic 
constniell iind I he ^x-iiis ( .1 tv idol v vdlmsj ditil usetii] hirm.in 
orj^iin). Mrs. Kin it . one mi^^hE s^iy, toorships I he Ph.iLlus while 
donviii^ thdt (he pt^nis esists; Ron sec's his fx-rsonii] trdj^kviy 
pnm.vnly in terms ot the loss o( the penis, his dw.irem-ss thdt 
he will tii^oiT Ix' iihlo to rel.ili' to a wnmdn sesiKillv The film 
is .ilsEi L'ltvir thdt the distinction cdn never be dbstilule, in j cub 
lure in which il hits been hlurrL'd jnd myslilied inr yntold 
centuries: vvilh the loss i>l the ^x-nis j^oes inevit.ihlv a kiss of a 
st'iise lit w'orth, a dwp hu mil id lion, .ind i( is this ih.it Rtm 
must ledm tsi overcEime This is his JihLeveiiiont ill the end ot 
the film f(e is dhoyl hi .address the Amoritdn public ds a 
^xdLtkdl dclivisL pLihliely pre%.entin^ himself .is d cdstmled 
drid k! enouncing the rh.il]us-%yorship (whiit I Ldllid 
.iKiye the 'tidt ol m.iMruliiuty') on w'bieh Atiiericdn iMlturo is 
built Jiid which the film h4is so thoTEiughlv dn^h'sed This is 
kiinehi'vl by the film's culmiruiling irony ihdl Ron is fulfilling 
his molher's dre.im of him "s peeking lo .1 liirge croud ^nd 
s.iy ing gre.it things,' but fulfilling it In defiEiuncing tho verv 
vdluoson which she built hor life. 

Ill the Idsl issue eiI lhi"% miig.i/ine I .it tempted todislmguish 
K'tw^'en dr! uind agitprop in lermsiif I heir different funtiiiPins. 
and addtsl ihdl the dislinelion enn novor Ix' Complete heCduse 
in many wiirks the funefions combine or i>verl.ip. Stone's 
films iifter .in eccelleni ev.imple of this: they aspire hi the 
completeness, the com ploy ity. I he t hough t-throughex^s art 
icigelliiT with llte topiCcility, tho urgonevH the desire to engage 
diiytilv w ith audiences in iht' promotion of im media lo six’i.it 
ch.inge, thdt eh.ir.iclen/e agitprop (the fiction/ diH'umontdrv 
dichEilomy Is closely n-latcd to lliisl. 1 1 is cUvirly verv impir- 
tiint ti> St sine to boiirvo ihdt he is contribiiling to piiblic 
divareness and pyipular dctivism, and tho .illegcd defcsls t>l 
the films — bludgkMningj sib\iousnoss, spoiling things out" 
^ .ire till- dtnst ccmM-cjiioneo of I his. Tho problem hi which I 
.im pointtiig hero should be of immedidte interest to 


CmcAL herr'sedilors, contributors and ro.iders. from thooutsr-tp 
ue prt^posed lo appoiil tsi d wider audience than thdt 
as,ldross^\f by most ot our intellectiidl diid acddemic film jour- 
niilsn dn enterpnse in uhiLh tiur succc-ss might be ebarilably 
reg.irded as 'dubious' (1 wi>uld tx- loss cli.if]tdt>le, though ^mv 
priiLtikable stilutiiTn continms tii vviuk' me), It is in any case d 
problem fo which I reldte personally, ds I am .ilso often 
dccuscxi Equile (ustly, from tho ^xunt of eiou ol the accusors) 
ci-t 'spelling things out” tswii much. VI v oVo d^-tt'cls an eyditiple 
.IS L'ioM' .K the privcs.hng paragraph, where I sev I have w nt- 
ten ...Phallus worship (w^hat 1 callcxl above the cull of mas- 
culinity}.. Z I imagine that nx^sl of the readers o( C"fwfAcf/eii 
whoM- n.smos and addrt^M*s figure in our s^ibsonption lists 
gfExm when they ciime xipim stimething like (hat, inwardly 
muttering some such comment as Vfy God. who den's he 
think we are?' Hut cimsider I he niEirt' c.isual reader who picks 
up the m.sgayine in a Kwikstoro (dllr.icted, perhaps, by the 
cover iir siinie of the stills, Eir mtngutsi by the title's ii( ihe .irli- 
cles) — s^imcxme un1nili.iEed in the Kreudtan psyehEian.ilylie 
trddilion th.it has btvn such .1 pt'rxvisive presonee in I he st'H- 
i>us lilm critlcEstii ot thi,- pnivt tw-o dotd Jes. I lis/her reaction 
might be qinte 4>thor: 'Oh, is I hat ivhat all this stuff about the 
Pli.illus IS abi>ul?'. In many lyays I identify strongly %vLlh tho 
problem'^ Stone eontrotits .it^d thi^ lonsii>n.s — porha|>s excess- 
es — to which they give ^sc^ With an audience as heferoge- 
neous as tho luie Slono set'ks Ilh addrt'ss (or even the one we 
ide.ilisEically hoptd lYhi^Ae Jiuw miglit nsichf, tlioro is no ques- 
tii-tn of mixJuidling thi," torm of addR'ss in s^iit tho txV'asion: he 
is try ing to ciimmimicale Ein urgent issues w'ith people Irom 
.ill classes, all stxia] and ethnic groups, all levels of I'ducattEin, 
and tEk make what ho h.!*^ to sdv .isCEimprohonsafiU' as jxixsible 
to all ol them. So, at the end nt Hon? am the f OJfrftr of fuiy, 
when, just K'tdre Kkin Kovic eyits frEtm the film to deliver the 
clim.iclic sptxvh we nei'er gel lo htsir. Slime cuts in .1 menui- 
rv~|1ashKick nt Mrs Kovic' s spetvh ahmt her dream, I am Idr 
less often did than a niimKT ot my film scholar ctalle.iguc’s, 
lyho fix'l insulted by it: they i^imld prefer lo be' le'ft lo make-^ 
such CEiiiiux'ttEtns thonisoK i~s. Hu I Isn'i it ^xissible I hat many 
spi\1dtors w h<a hiive not '*pent the last ten years Eir more con- 
sciously iinj lysing miwiex* w'lth their sludenls would miss il? 
{After .ill, it's se^xaraled by two hciurs of running time .ind a 
gn-at Jodi ot aiiMiO and emotion). Kved wo mx' tho inclusion 
of the flashback .is condescending, -or should we rather accept 
it as realistic, e'l'on cimsiderate? 

As tEi the fw|.xitbi'tic.it sex'i.il effivt ol the film: (Ih’ disidlino 
tor drtick^s set by the iditors o( (his issue if January 1 !>lh, 
which happens also to be the f.itetui day w'hen President 
Bush's ultimatum to Iraq expires. At time Eif WTiting (and 1 
hereby proEnisi^ nol to alti^r this p^is.stige in the proEkts, with 
the know ledge of hindsight! it is not certain what is going to 
h.ippt'n, though if war is a vent'd il will come as .1 surprise'. 1 
shall sjy simply thal i>ni^ can surely sjuxlalati^ that the stnmg 
and. w'idesvpredd popular iipposition to the idea of 'another 
Vietnam' — to which Kovic's biKik and Clone's film have 
undoubtedly made signific.iiit if not statistically dolin.ihle 
Contributions — h.is fxxm a crucial factor in restraining the 
Hush administration {despite the Presidenl s transparent 
cMgemess! tor S4i long, from plunging America and pt'rliaps 
the world Lnlo .mother uniux-ess.iry and fund.miontiilly im|.x'‘ 
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ri jlisl w.ir. A fHNstmist could a^urse put it the nther 

the ^tnm^ .iiiJ w'idespreEid populdr opptysiliivn. the 
etc... 


n^irpi iif ^liJfy iiTid S*iJi%jJL»r jrt* Linked by J >hiirid 

key' moment erudjl tts the Stone dikTnm.^: in Nith films the 
pfolJ^i>nL>l evdjims. lH a climjctif pi^inl in the jction, I ]o\'e 
Amerie^' (in Sii/zudipr. 'I lin e my countn^'}. I'he line, in ils ton- 
textn evtike^ ihv sime i|ue^tion thjt is Misi.d by thesinj^iiij^ of 
'Qd AmeriCLi' Jl I he end of rire Dt'er Umter. j'jven whsit 
h*is ^t>ni‘ beti^re, e^jctly Ji'/rjif A meric .1 lire %ve tt> bt‘lieve the 
pTote^;<.ini'^l Liti i's iu* Ciod is K-in^ iiivitiil to bless? ( Jf /nt' iliv'f 
)horirr m,n' tx^,m imp^^rtant innueTiCe on flurn on fk* f-'mirfh of 
luiy: I he tronsLlion frt>m Amencj to VletOL^m is iithie^'ed very 
simibrly in both lilms, ’Stone substilutin^ 'Mixm kn er' ond 
heteroses^pAl nrmonce tor C imint^'s t. hopin citid hoiniKTiiti- 
dsml lh%r only America' that is ^■alidatt'd in lM*r Hunh^r 
is an ethnif commimily whose values and troilitions have 
been irreparLibiy eriHied by the progress' ol mainstream 
American civiliyatiim. The 'America' loved by Kichard 
tkiyle /James Winds amS Ron Ko vie /Tom Cruist* stxTris even 
less clearly definable. C'ertainlVp the ctmlemp^prarc' America 
and all il stands lor (capilalism. imperiatLsm, the nuck^ar fam- 
ily, the enslavement ol a supp.ist^illy Trtv' pts,>ple by eonstinl 
and pervasive conditioning and manipulation! has been dis- 
Liriditid in Stone's work with a lhi>roughnc‘ss and clarity of 
whiLh C'lmoni^ seems incapable. What links Stone and 
Cimmo, giving them at once I heir stature and Iht' probliemalii 
nature of I heir work, is I he desire affimr; because' Stone is 
by tar the itiofe Intel livtually rigi>rous ot the livo. refusing to 
hide his ijjiiandaries x]nd4.^r incoherenLe, the underlying di-v 
peralion, the si.'nsc' Ihn-d there is nothing left w ithin the cuHure 
loallirmds much closer to the surface, much more nearly rex- 
I pgn 1^4x1 h *r w hat i t is, much niiTri- threateiu ng (sts.* latk kitiitx*). 
The Ameoca' i4 l-onl i>rt apTa. j^xThnij^? — but their own 
films hiive tc*stitiid very elikc|iiently to its unreal i/abiLity. H^c 
idea lit America embodied in the L'onstilution, or in the 
tamous words ot [-incoln? There, pnvisi’ly, lies. I he ciuandary, 
m am^herH only slightly differc^nt lorm: it is obvious thai gov- 
ernment of the pet^ple^ by the pcsi-ple and for the petiple' 
could only ht- realized in a fiiirm ui Marv ist six'ialism, which is 
strieUy tabu.. {The so-inilkd democTHicy' ot American capital- 
ism — You're no! naive enough to think Ifuit we' re lin ing in a 
demiHTJcy. are yi^u? — isgiivernment by the nch and pnver- 
lul for the rich and po^verful, as the keagan and Bush admm- 
isi rations ha^e di.monstratc%J with unsuf|'»assab[e thorough- 
ness). The line 1 love America' seems to mean, taken it its 
cimle^l (the contevt ol the entire iH'io'/r so far): T love an 
An^eriCHi that diH^-sn't ex.ist, has never es.i.»fled, and can never 
e\ist unless we restructure the' entire wscial/ politic syslem 
to which the term 'America' normally refers. In ways that 
itiosi Americans have bc'i^n taught to regard as anathema.' 
HeiH e accompanies its efk'ctive demolition ol ce'erv' 

thing America' has come to signify wiih an explicit rc^gvftim 
ot siK'ialisnv 

I ha\ e left Stfh'iiJitr and li> the end for a number 

of reasiTEis, of w hicti the ^xiranuiunt ime is that L reg.ird lliem 


as Stone's two mtisl s«itisfving aivd ml!^st completely success tu I 
films to date. They arc' si't ai%irl from the other thrix- films by- 
two I ntcTcon netted featurt's: they are centrtxi cm pn^tagof lists 
w ho are lar Inttn 'iniUHreiit/ and their conclusions an' uncom- 
promisinglv bk'ak, with neither the somewhat siistX'Ct s,iiis~ 
fadions ol P/afuepi and V%jiff 5fro't (the bad guys get their 
comeuppance) nor I he more con vincirigly eamtvl optimism of 
WiirN aw i/fL- / lUfrfir 0/ /idy. 

Fi>r all its central flaw-, Sifz^idi^r sfriktSy me as an evemplary 
political mi>>'ie In Siiying this 1 am assuming tii-sl ll\ere is ni> 
such thing as an 'ideal' piilitical tilm in the abstract, no formu- 
la that wtnilJ guarantie piilitical 'corrt'ctni'ss' and efficacy. To- 
ma ke a film pt^liticaily' one must forg^^t thixiry and hv realis- 
Lically at^are of line's audience and how they can tx' reachtxi 
— the li»rm of address to which they mighi bv ex^xxlc'd to 
attend. 1 1 Vou v^ish tti address, iioi just a tiny re^i^Lutionary 
elite, but a vast and hc'terogenetnas gitietal publu, tfcieii you 
make SjifiULfer, ni>t V^'r^id freur dre I nor e^ en. alas. Tout Va 

WiCFi). The film is consistently inletligent m its strategic's and 
choict's. Thi' dislinclion bt'twis n 'reality' and 'fictiim' is delib- 
erately blurred right tronn the outH"t, in the presentatio-n of 
the prolagonist. we accept him as a ficTitii>us character caSkxi 
Richard IToyle, playesJ by a rc'CCtgnL/able actor. James* Uanxls, 
but we know (hivausi^ W'e ha^'o just read it in the credits) ihat 
the real Richard lk>yle worked with C>liver Stone on ttie 
senx^iipLiy and that the film is basexf on his e\|.x'nences. Thus 
a priper^iiiFitf/ M-itst' ot 'triJlh' is e^tablishid: wx' know I hat what 
ive are walching is K^ing oltercsl as, in a si-nsi-, true,' but iIvlII 
I his truth has \wn fictionah/i\1, i.e. il is coming lo us itom, 
a ltd Loknirisl bv, definable narrators (Boyle, Stone) w ilh their 
iHvn pnnt ot ii iew In miist rc's|XLX‘ts Slone is the antilht^isol a 
Hrechtian filmmaker, opting for the strongest emolional 
iiuolvement, yet it seems to me clear that in watching 
S.fh'LrJer we are ^xrltstly a wan- that truth' is being pnsif^rfed 
as much as rc;'nM 7 ifof. The film demojistrati-s, in fad, that the 
c^pposition of I hose lerms is not enlirely clearcut or absolute. 
Tills is conlirnusi thmughoul by Stone's use' ol the 'documen- 
tary' ik'^ke ill printi.'d ca pi ions lo identifv 'real' historical 
jxTsonagt's (tv ho are also acttirs, a I lca*-l some ot whom — 
such as Michael Murphy — are lamihar to usl, plates aiml 
places: tile captions both confirm for us that what ive are 
bi'iiig shown is 'true' and ad as a distancing de^-ice, an inter- 
ruption of the tictioR, to 'pn.'si'n!' that truth. 

If Bi>y]e/ Woods IS an ideal identtfication-figur\\ il is pre 
cisft-ly bt\ai]S4- he is S4i tar trom bc'ing ideal' that identification 
can never K‘ complete. I le is our means ol entrv into an alien 
w'orld: x^nh him we gxx to Sihador. and with him xve learn, 
step by painful step, the realities of ihe polilical situation 
|ht‘a'. I loxvex IT un-Brivhtian in its dinv t emotic^nal assiiuLt, in 
Ihe all-but-xx%'er XV helming involvi-ment into xvhich xve are 
drawn, the film's every sequence ctmstitules a 'hivlory Iitv- 
son.' t>ur idenlitication with Boyle is counten.'d from the start 
bv iiur axvareness ot his egotism, his manipuLatix-eness. his 
tx>tal lack of situ pic's; he is the meciinm Ihrough xvhich the 
lilm's jxixverful emxxtion^il thrust is fused succi'sstully xvitti its 
ix|ULilly consistent didacticism. At the outset, ttoy le is motival- 
<\i primarilv by this cynical desire for a story' that xvill re- 
eslablish his cnsiibility as a journalist — though we are also 
made aware that his ^xvsituxn is xvell lix Ihe l eft and that he is 
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rLMdy himst'lf to the mir^t dL^n^vrMxiis dr^nm^itfinceti. 

The we ivMn with hi in — whieh «idd up ru .i cempre- 

lieiiMve Lin.iIvNis et the pulitiCiil siEu.itioii jnd ihe hy^xjeriiiy 
iind w'iekedness oi America ti i liter veiitiun — are ^huve flis 
le^Kins in the necessity hir letal ciimmilmeni, w^hich wu^t bo 
Kuh inteiliHTtijal «ind emetiimal- It is ntH a w'eakni'ss I hat I his 
cemnutmejit Ks,‘nitii.'s intTeasinj^ly cekmrt'd by the (x^issinal 
and specific {Rdyle's prugrc^ssive irvtilvement with Mafia and 
deEiTmlnaliim te h.ive ht^r and her children horn the dealh 
squads, an aspici oi tl'vo film we read as fictilinus but which is 
centinuiiusly juvtap(>Mx1 with the dcKumeiitary nxiin. strut:- 
tiun nf actua] hislorical e veins — iIh' ass^issinatiun nf RnmenuH 
Ehe rape and murder ef ^isilin}^ Nicaraguan nuns) t>r it is l 1 
w’eakiic-ss enlv in Mime iwver- never land nl theurelical "enr- 
n,\iness' where actual ctmdiEiuns tvf prixiut^inii and rwptinn 
can K* etinA'enienlly igiiLirtcl: thestratt-gy again demtmsEratttl 
Slime's realistlL aWdireiiess til the audience he is addressing 
and the ciinveittiims and narrative patterns te which il is 
accustnmcxi It alMi maki's possible the film's de\^astaEiiig renp 
dcynkiv I lellywiHid has kmg habitualc^d us tii thi- lUitkin thatn 
ivhtle Eernbte in|usliCLS. take platv elsc^ where, America^ the 
'laiuJ nl thi‘ frtv.' is aiivays I here ai a place et Mi tety and asy- 
lum h> welcome the i^ppresseti In Slime's lilni, Maria and hc*r 
children are inlercepuxl at the Kirder as aliens, and si^^nt hack 
te their pmbable deaths. 

Jafk has generally boon tieatisJ as a niiner. marginal 
werk belenging m<>re tn Eric hegusian than te C>|i\ it Stnrnc I 
find it, nn the cuntrarVr central [o Shine's wnrk almnst hi Ihe 
pisiiil of K-ing cimfi^siiina]. II might be regardts.i as at onee 
the epfXTsite Hind complement of Hnrrr lUJ ihv the 

full e^pressitin of the dark. des^XTJle,di-s|'Miting fetlings that 
tht' later tllm maikigt-s successfully to assuage The {juxtaposi- 
lion may remind us that Ihe value of an autenst appn^ich lies 
Hill onlv in >hi.nving how a given artist's til ms support and 
conlirm each other bv llu-matik' iinj stviistic cunsistencv, bul 
how- they quality each other, ex premising contlicting but relal- 
I'll impulM's. 

bhme tound in liogoslan iboth as writer and ^rnfformer) 
the piTfixl 'objixlive correlative' tor the darker side of his 
artistic ^HTsonalily. The Stone embodied in the iilms is an 
artist of tar greniter intelligence, integrily and malurilv than 
Ekurv' Champlain tBogswiaii's characti-r in llie film I, ivith a far 
more developi'd of respmsibility in his altitude bolh to 
tile public aiul (o women Tel il is this very di si ante — the 
fa^i I ha I Stone cannol bt' simply idenlifiisi with C hantplain — 

I ha I makes it ptvssible for ihe Txirri'latiie' to be 'obiix^lo^e,' 
Lind one lannol doubt that Champlam reprtMcmls for Stone a 
dark attor stared at unflinchingly vet as unlliiichingEy 
staring back. 

The material enables Stone In cimfronl dirtxllv the artistic 
pri'tblenw invpilcil in the mt^thod and style of his other fiilms: 
centrally, the problem of Ihe relalionship betwcxTi a radical 
artist and the public in a deeply reactionary' age- One mav cite 
the moment in Huffi oh f/ie /^niirdi of fiilv w hen Ron Kovic 
atlempis to state a position tif radical protest At a ptilitical 
rally: Hu- government tricked them (the SE.ildiersl into going 
t t.l^NI miles lo fight a war against a piHir pixiMint jxxiple w ith 
a proud hisiory ol resistanee, who have boon struggling for 
iheir own independence' tor a thiiuMind %\Mrs. I can I find the 


Ti%’ords lo express how* tlie leadership of this government sick- 
ens me...' I he sptxx'h (W'hich as tar as I am lVw are frivnscends 
anylhirig lhal has Kvn said aKiut Vielrum in any f lolly wind 
mtJvie, the rest being cxmlenl to base their protiMt on the kliv 
cov'ery that the war was traumatic lor "oyr Kivs'l is swiftlv 
and forcibly suppn^ssid, yet K^yond the fear of dirixt sup- 
pressicin one senses a greater fear: I ha I pixsple w^on't hear 
because they won"! listen, or even because* they capiT listen 
any more. The auditors of Barry Champlain's talk show’ 
(thi»M% Jl least, w'ho phone ini fall inlo threi* sometlmiM oyer^ 
lapping categorit^s: they are either so neurolie lhat they are 
incapable of heanng anything but LvhixM of their own iliMir- 
der. Ml brainwashi'd lhat they hear only w^hal they want lo 
iH-ar (which may K* Ihe direct oppisite ol whal is btnng said, 
or merely irretevL^nt to it), or so bigi>ted that they can lYMpnid 
only with unlhinkJng uind furious re^x^tion. One might sav 
thal what the film idfers is a nightmare^ vision of the ptiblic 
that re-t*lixltd Rorudd Reag^in. Champlain's diagnosis rl'hi.s 
Country is in deep I rouble. eieiirty goi‘s far Ix^yond Kim 
Kovic' s attack on 'ihe leadership ol this govenimi'nl,' but for 
thal very reaMUi it cannot ho tniken stTiously: il is easier to 
blame a hpcxific adminisiralion Ihnin the enlire MKial system 
of which ytm are a membtT. Underlying the film is thi' fear 
ffot the mtxlium ha> indixxl bixxime the mi'sMger thal il no 
longer makes any difference w^hal you say btxausc^ it is all 
rixeivtxl as '(.•nlertainmenl.' Sti long as you identily clearly for 
Ihe audience w'ho are the goid guys and who are Ihe bad 
guysj it doesn't matler w'hat posilimih thi-v reprc^ienl, and 
P/jjfixni, and Kx'Eime interchangeable as 'exciting action 

movies' (one can find them side by side on the shelvi-s ot 
vidcvi sltires in the 'Action/ Ad venture'' Motion). C KirnplainS 
TLvdica lisni (complete tolera nee for I m im m t ies, blacks, pew^s, 
hoinoM-vuLih; the legihl+sfion of ilnig'^; etc ..) is rcxeivid either 
as 1 1 ti nation or the pretext for const'rvative riige. I Is rational 
basis is undercut by ihe hyslerii'i ol its I'vpri-ssiim. iHicilitating 
Its rix uix-rLUinn as T nterliiinment.' 

Tali Kiiiiio sta Fills apart from all Stone's iit her film> (evcept, 
arguably, 7’^rc /famf) in the lota I bteiikness ol its ending. l^kMk 
as the ending ol SjpIiWjJLFr is, at least wc are prevmtixl i^ nh the 
priitagi>nisl's mitral rixJemplion, whereas Tali chroni- 

1 Rm C ham plain's progressiv e disintt*gratii>n. tfn the ^erge nt 
hysteria from Ihe outset^ he moves inexorably tc^ thi' impo- 
tent, nihilistic dialribe i^l hi^ climai tiv denunciation ol his 
entiiX' audiime, irriplicil in w hich is his diMp^iir al ever reach- 
ing anyone. Alter ivhich. there is nothing lefi tor him bul to 
die at Ihe hands of one of his outragixJ and alietialixi lisii-ners 
(we never knm^' which i>ni' and il d<Mi'sn'l mattiTl. The film's 
Complex] I V ot cl lex t Is summed up in the ambnalence: wv 
n^gisler Ihe killing K^lh lIS the American publtc's repixtion ca 
anv radical ^x^silion and as an almost iustiliabU' exixxilion 1 1 
IS the most painlul iind dihtufhin.g of Slone's lilm^ to^ date, 
p-rtiap btxniuse il deals sti dinxily wilh his most pressingly 
Immvxhale problems. Unt' should end bv riili-rating, hiHvev- 
er, thal Stone is not Barry ilkuiiplain, and thaf Hmito rep- 
reM'nfs only one aspixl nf the complex impulsiM At work in 
his films. 

One tux^ks forwMrd eagerlv to liis Eortlicoming nnwie tm 
lim Morrison and Ibe t^mrs. and Iei his progx'fixi wsirk on 
the asMissinalion ol Joltn I'. Ki-nnixiv. 
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ITic vt?i*ss I an tjf j;L'i'hJ4.‘r iippn‘?vsiitin, un 

pi lira I it)' l.>^ wi.^men's siU’ntstiij^, h smi.' i*i thv mv**t striking 
4:h.iractL-n^liL> t>K rL-tcnl teniinist Mims pr^Klucod in CanLiLia 
SluJim \1\ m’rnt mnn^ LUiim j Ji"*' rrwr^jisl AfjFiw/«'s, d ftMlurc 
rnadi' up nf sixItxTi shurl (iJiris Uv v^'iinu'ii, d i-xdmplr 


Rdnj^iM^ iram Shdwnd UL'mp>t‘y vvt>nLKTiut miiJiiiL- 
p,iriKiv VVr’n^ Tii^Jtrwy VN/r^d lu tiwviidtOyin'> /ViFif'/iiF); ba 
kredti^i d niimtHT of pTnsi[ilulii's dtH>Ltt jHTlia' hards?*- 

nu'iil), ri FFiJFirsf Alnrjdt> is d si^nifitdril dt tempt to mow 
term mist tilrmimdkiMj^ bevoiid I he deslhetle edti-^n-rv ol 
'women's Linemd'^ intii the ^'kihitiedl redlm i>i Ihe Wiimen's 
mowmenl The film ri’spond^ Ji riskily to the pri>smri*s ui d 
Jtiinitidnt eullure ihdl nidri^indli/isi feminisl disciL^urM.^ dnd 
politics into d '>;i'mre' ufll served by its so-cdlleti iibefdl 
demoLTdEic si ruptures — d mdrsirkHilii^Hitiom that Studio l> 
understiinds only loo well As Kind Fraticeili, the talm's 
I'iMstitive Trodueer, hds |ieiinltd t>ul It is feminism's tdsk lo 
enlarge the ivomen's moveiTient, lo set up eiPdlilit>i^s with 
olher '^truggliSs Lind to make the tdlegi^rv^ ot gender o^xm lo d 
plurdiity ot ex^xTieiiLes. 

Thr' Jlidrwijrig Tones by l>o-nnj Kedd dnd 77 ji’ t^FFFjpiiwif tsf 
SfnjFiyiTs by C) nth Id Stott^^ dlso rweni Ndtiinidl Film Ikrord 
pr<HJuLtii>n^, do jusl Eh*il building on the ei>nscuHisni‘ss-r^iis- 
nig ^erile dikiiini^Eitiirit“s ot tvirly teniiiiist tilm making, Ixilh 
films tiepend on eommonalitK^v K^twwn uomen ,imd on dis- 
creti- evtxrieiTLce as the ground tor a |k>liticd] phir.dity Fdch 
tnikes ds its point ol depdrture I he inyridd experiences ot 
women in d p^irliaildr sixio-bisliiric coEitest without privileg- 
ing dny one ^.oice The burning of witches in the Middle Agt«» 
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jnJ the pt‘rst>n»il hisli^rk*^ rL‘Ci>uiitL^ bv iin tjldrr ^i-niT^Hiin 
of in nri' dilWdiys ^po^’ihc vvilhnut bt^irif; t’mpiri- 

Mpi>n Ihr jMiiiadflir ^'Ithoiik maktnj; il sin^tiljr. A> 
k^Tnmist histonu^^Mphit^r ihey conlronl Jivd n^iHini- th^’ rvM 
r.ithLT thnin d^HToiistmch n^ ihe limil^lions iif asm bin- 

in^ a^sun.'d intiijv.itkTn 'ft'ith fi dt’grwcsf trtinspckrencv 

[ Am |VArtici3]Arly inii'rt^k'it in both films boL.iust^ ihoy 
hi^hlij^hL ditleronlly, tho plight of [ildcr womon uithin thv 
ptUnArchnl mhioiv. thv suhjn-ct of women And Aging, unlil 
nsrentlv (t-sjxviAlIv Yvonne Rainer's Has nol Kvn 

Addrt^Hxl critically VVhile Tfti' ftiinrjpi^^ Tj pipe's diw^ s^i ind:irt.s:l' 
ly. it aIIisws us to undL-rslAnd ihn uniijur Ai hie^'ement iln^i 
L'i>uriigi- iti Tht' CittHparw tpf a film «iboul seven 

‘k%-Eim<.‘Ti \yt Age." 

Read se^^ls the stAge for this recognilitm lbri>ugh hef d.ifing 
in^eshg»it]i>n of ]?th And lolb eenturv witch hunts. \1, iking 
links befwevn the t burch. Ihe Sbite 3nd the continued 
opprt"msion ol ivi^men. she brings to the fore the femAlo heik>- 
CAiist tbiit tiHik place in Europe^ the Amerk*is and AlricA user 
j fHTiod of one hundred s^e.irs. Through trial records, the 
tdmipus iniiuisitors' haridlHH^k MniWeifs iMtfhfkariJffi, letters 
wTitlen by CH.^ndemntd women, and interxiew^s wilh feminist 
scholars and hlslonans, I he film i!iut tineas a shift in n^la- 

tioiis imptwisJ bv the Chtirch and the SMte: flwa%" from ihe 
mid -wife toAvards the doctor, aw\iy from I he local wise 
ivomen or clan niolher towards the priest. 

Remarkable aboul I /re Himpip^sf Thrus is the link it makt^ 
with the pns^-nt Read Ik-gins in the present iind works b.ick- 
iivards to trace the ideological roc^ts of specific images and 
words connotating a profound ksir i'ti Wiimnen. Tht.' threat ol 
WL»nien is iieiI simply the threat tif diffeitmce grinmdid psv- 
ehoiinalvtically in her castration. It is the reat danger that 
iorms tif knoAvlevIge, skills and matriarchal power pwe-d lo 
the growing ration.iHvatioii of science and the State in 
Rena iss^i nee Sin iety. The "hag,"' once signif>'sng a women 
with sacred know- 1 edge, a women nkH.essarilv ad va need in 
years and experience, bis.omi-s a figure til ridieuk- and hiitrtsi 
The relation t>l aging Iep ugh ness and youth ti* btsrufy that 
ymtnarchal ad tore sets up as an sirder ol kdeiitity, depends 
entirely up<in making older wnimen dyslunelicinak inconse- 
quential and wofthltSis; a move that attempts lo neutrali/e the 
^Hitenti.il ihreat thev might posc^ The possibility of existing 
S4'p(irately trom men, of setting up comm uni lies outside the 
bou 1x1.1 rit“s of the Church .ind the Stati^ was hy the end of the 
Cliissicaf ivhiki to Ik^ohliterat^xi 

In the first volume ot Tke ef Serwufffu. Michel 

Foucault describes the emergence of .1 science that would 
adapt the aneieni truth-pnkJucing tirhniqu^-s ^it the confes- 
sion to the empiriciil ni.mls ot scientific discourses Asa pre- 
aarsi^r fo this sc 1 enct^ Francis EVacon w'ould spssrk of leasing 
I he secrets from nature as I he iMuf/eus iVta/efjCiifiiPPP had ektrai,i- 
txl I he truth trom w'itchi's. The st'Cixds ^it riafure, fus^.'d wuth 
Ihe s 4 \Tn^s of the Rwale bodyn were lo be colonijrtxd — nature* 
became w ild, women wk're made hysterical. 

Read's documentary is far-reaching: it connects the 
oppn-ssitin of w‘omen as a group during this period to current 
struggles ovvr female sexuality arxi repntxluctive rights. Ttu* 
numK*r of deaths in Europe, estimated at 4,tSl)(ltXX> fHxipli'— 

r women - is linktxi to continued violence against w-iPmen 


T?rc RimFpiPi,c TrrmN is more myth Lea I lhan empirical, more 
uh^pi.in than factual. It combiiu^s Viiice-over narration, inh-r- 
viets's and lyrical imagi»s in ways that remind us thcTc can bt* 
no return, no complele nx-up^Talion of this kvst history. Vet it 
is this lost hislory which stands as a pcfsjsibilitv, a utiPpian 
ideal that might unite women beyond Ihe hNiundaries ot their 
n-cogni/id dillvrx-iHX's. Unlike the celebrated uncertainty of 
Studio P's C'aniJid Eye films, Read's anaLytical skills embrace 
a feminist notii>n of authi>rity: some things— like Ehe (^iwer 
rekitiiins that |xilriarchal capitalism liistiTs — an^ ciTtain 

The many silt's of burning that the film visits lire pixipled 
with tourists, imbued wilh the amnesia impostd by the Slate 
and its scieiiee of fiprgetting. Thiiugli we can nevt^ r^xover 
this liislorv' e^ntirelv {W'hich was prvxiEpmmanth'^ an oral one), 
Ktsid maki's Hin irnpimtant contnbution to .1 feminist hisionsig- 
raphy — it is ntst that ivomen ha^e ni> hisli>rv bul that a \ ilal 
pari ol It has tux n diximaftxl. 

rJrc O^^^iirri/ jif J^Jindaiycrs makes a similar pnnt The fille 
refers not only lo the diegelic contours ot the film but .ilsti lt> 
the fact that older women are strangers to the sertvn, rarely 
are thev sex-n as suitable epf interesting suh^xt matter ani,i wi 
often fire their sforit^s kist to Ihe passage i>f time Cynthia 
Scott attempts to halt this pass.ige briefly. Pascxl a hnwi'ly 
scriplixi scnvnpt.iy by the late Cp]i>rt.i l.\*mers (w hosc^ won- 
derful talents ari- only just K-ing ^.iistosvrtxiC the film w'eijv4*s 
Iht* personal accounts iit seven women into a delicately aceen- 
luated narralive. Framing the real drama drawn trom the 
wximen‘s livt*s against the lush beauty ot ChJvlxx's northern 
liindsLa[.H\ thi" storv is simple: s^'ven t^ldcTlv w iimen giF tor an 
aftemiHm bus nde in the country ; .1 detour taken in search of 
an elusive chlldhtHd homestead leaves* them strandixl when 
the bus breaks down and their sxiung i3ri\ er sprains her ankle 
(ironically she is the ime w ho musi speirt the canel. The 
women take shelter in an ab.indi>iied tarm house, forced lo 
with s|sirse' living condilions, no fiMMi anii each other for 
the next thrcx^^liiys. 

The plot s dessert island’ pretence is an old tvne that so 
often has st*rvtxi to prop up react ii'niirv tak-s aLnuut human 
nature and ival generally (ocussixf around men. For 
Demers and Scot!, it serves merely as narrative pretext 
(.Ih^'icFUs and elegant in its structure, the sttiry-line unifies the 
various dis]tkintixJ evch.ingL's hetwcx-n the w^Eimeii. Indixxi, the 
nuwt w idely circulaltxJ iEminumtary s?n the film has empha- 
sized its lack ^il dramatic conflict, ["k^spite the fad that the 
premia* fuels none of the exptxlisi fnelion, iH>nei>l the power 
Struggles hetwix n the strong and tht^ weak, il does not detract 
trom the inti,'resl vi c hnsve in the characters It is, how'ever, ctif- 
fieiilt lo situate h^>w prtxisely this Lntert*sl is genera texd. 

liasexi i>n interviews underlaken with thi‘ s4"Ven wn^meii, 
the scnpl is anix'dotal rather then dramatic The snlp^'^'ts ol 
con\ersiilion that pass betwxxm the women relate lew' dark 
secrets, they consist, rather, of niundam^ ohserv.it is ms, ^xilitv 
hanti-r and supt-rticial ri'CE>lli,x tioiris ol children, lov'ers and 
wxrrk. Tn^Uxx3, there is nothing astounding about ihe w'omen, 
and though their plight is uniquei il is treatexi m ihe mEWt 
banal w.iv, with no real S4'iise eiI urgency. 

Uur engagement with the film derives in part, I believ'e, 
fTEun fkxitt's insistence that it tie atsiut "people who are tild ' 
and not aKiul "old pcxsple." This jpprtxicli Kis mean I eliding 




t^vp(irsitii>ii diui .u'iiidinji> 
t hi- I iiiit i« in 

tif 'M pei.>pli?' iis n catL'- 
fatin' to bn.' re\eak'd. Thf 
Ciirrr^\njv is 

uniL^ui' an h> t^> 

Romantic iduals 
or to iiarrati vl?:t? thL’ 
wisiioin that Ci^mcs 
WLih a^i,- w\- 

thf n^'ianati’ logif oi tho 
eldi'rJy in Ciuroim or il'^ 
u omt'ii in HolK"M‘iNid\ 

Cortogf ol 
womon-s lilms). The 
him rolus4.^ the linear]- 
ly ot elat^sieal dnima a^ 
it d^ifs I he tdlen 
ambiguou-* empiricism 
ol^ the verite diKiimen- 
tary. As hybrid it hal- 
ancL^ carehilly K^twtvn 
the IwOh never entirely 
rLH-ealing, never entire- 
ty ciPiKi'altsi. 

In their choice taf the 
women to he included 
in the lilm, Scolt and 
|>eniers hniw rrlanH1gt^l 
a wide ctramatic spt'c- 
trum a nun u hiv is into 
ears, a k-sbian |ia inter, a 
Mohawk w-t>man ivhii 
dreams ol tailing in 
livve. l 1 WLpman irom 
[Ji>rset whip has rtHtu'- 
ered iRpm compete 
paralysis and another ne^er rei invert'd tnvin the untimelv 
death iyI hi-r only son. Ttie rich cast ol charain ters. the dPK“o- 
mentdin- nuanci's ot their lo o. the lack ot ilramatic acti^^n and 
iLi^nflict, ak^ng wiih the pastt^ral beauty ol the landscape 
might mdis.si make this tilm lypically T anadian — thal is. a 
liim ablaut lite in C'ai\ada thnit is line and tull iit mean- 

ing'' as U'till Kon'nig has descriKM it 

While I he tilm is tull iM meaning, Scolt dtvs m^t lei il stand 
as organ iL ethm^graphy^ ils structural sinipLicitv reveals a ran- 
sophisticalLiu'i oi dramatic m.isitis. Thi- film opmis with a 
while screen thal dissolves into a n^i^rning mist through 
which the ligures ol the ivomen emerge Single lile through ii 
tield, they make I heir w'ay towards us as it in a dream. Thi- 
s«iini‘ mist will roap^var at tlu^ end t>| I he tilm. enieloping llte 
women and saturating the scTLvn in whiteness. ThtTe is then, 
no real pnnnt departure and no clear dts^li nation. 1 he litin 
o^x-iis in the middle ol nowhere and thv* is where il will end. 
By traming the tilm m w hite, Seoll conveys j history unwril- 
ten. l ikt' the lands^a^Tes which emtHMy at once the arlifice ol 
the narrative and the nalural beauty ot the ksfalion. hislorv's 
dialectic is played out both as impossibility and absoiute 
nettssity. 


Cutting I hem 
otf trom their prev ictus 
coiitevls. trom the codili- 
nutly ot their ii\ es> Scott 
isolates and stages the 
Tvomen's partly impro- 
vised diakvgues against 
magni ticent la ndsca [^H-s . 
The skiltfully esteculed 
sc e nes bet w'een t h e 
women lake on greater 
and greater meaning as 
the narrati\e unfolds. 
The emivtional inlensily 
ot tliLs^e interact ions is 
crealed almosl entirely 
through the luvtaposi- 
tiiTn ot LcTnversatii>ns in 
which we encounter 
each w liman difterently^ 
each pair ot characters 
imparting a completely 
ditivrent siH’ial dy nam^ 
ic, C issie, for example, 
appears cheertul and 
siToiig with nurst i>l the 
WHTiTii,m. yet w^htm she is 
alone with Aliee, she 
suddenly contides her 
protound tear ot eco- 
niTmic destitution. This 
w'orks no! CTnly to give 
us insight into Cissie's 
tears which Alice 
shares, bnl also lore- 
grounds Alice's sensi- 
tiA'ilv and kindness. 
L L instant o. the olht^r hand, reveals nothing ot herM'lf ti> 
others but ivhen unacci.>m}\mK*4t, lummuntcati'd her evlraor- 
dmarA will through an iinllmt hing ga/e across the lake. 1 1 is 
not so much what is said bill pt'rhaps what cannot hi- said 
that lend< the lilm ils tremendous ccpmple^ity and prixisiim. 
The delicate rhvthms o| nature are rriirrori.s.i in the subtle 
devetiTpments and gestures that lake place between the 
^CiTmen. geslurex. it should be' ni^ted. \T'hich are clearly 
demarcated bv class and ethnic background. 

Thi' C'epFi^wpJV of Sf rrJUvfi T'' pRu ides us with a Tyondt.'Tful col- 
kHTtuPn of del ails, ol exchanges which are always involving 
becauv* thcA I urn on the shand evpc^riences i>l tvomen whiTsi" 
livi.s hai‘e Ihsl-h mi diiteR'nt. 1 his is pnviM'lv T% hy the gornp 
scenes are reseri ih 3 t*ir song. i.lance and the exchange of 
tiH>d— lt>r pleasures ot a stKial kind which convey a strong 
M'iis4- ot coin mu ill tv and celebration. 

The thfis' dill' rixes< among strangers is whal the wsTmen 
weR‘ siMrkhing ti'r trom the start: a chance to rtsLolltxrt elusive 
memories (\%'hile the homestead belonging to Constance is 
never aLtu.illv tound, the tarmhiFUse ^HTmealed w-ith the i^rasl 
M-n'i-s the pur|.x»se.l llu- series ot ^viMinal photographs that 
S.‘ott cuts intermitu-nll\' into tht^ tlow ot images, call forth — 
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briefly .ind fEt'elinf’ly— iMCh 

U'OTniin's pii^t. There is, between 
the phL>k>j^r^^ph o( ii vipup)^ woniiin 
its Iriices ill the llxKly i>i i^rt i alder vvoniiirt, sea isf verirs 
rtpj kni>wled^e thnit ejnnnt be summjri/ed. As Rnliiiid 
liirlhes put it in CufUi'rit Liu rJn, this is the terrtiiii tat Kistury'; 

History is hysterieEiJ, j| is constitutixl only if we consider lE, 
inijy if we IihiL iit it — and in erJer En^ liH>k at it, wv must tn^ 
escludL'd trspin il.” This is Ehe effect of distarHe .md the desim 
tor proximity thal T/n^ CerPippiPit^ i*f S trappy i-p^s sueeessEiilly 
imparts. Iv^lated details and eon^ersatinns, wmen to^elher 
through the narrative, sen'e the tilm''s diaks,'tieal thnisl in the 
combinatii^n of two phnEoKriiphic traditions stvnun^ty at 
txJds: the pirlrjit and the landscape. 


I. ike Read, ScppU's history k-sMip ei>m mentis in the prr*' 
sent; the women's livt's can never be apprehended in their 
li^^tatiEy and truth. This is w hy sc^ much in the tiim is lelt unex- 
plained. Constance s dtx p deprLSision, the death i>l Fk th's son, 
Alice's broken marriaj^e, the sppcial repercussions I hat 
CalhtTine, as a It^bian, must have been made to suffer. Hie 


psprirait phEititj^raphs, lik^- the landsi'a^H^, are mule emNKJi- 
ments of history' and time While thev bring us cIiwct to the 
flianKlers ol ihi' Him. they al^cP emphasize Eiur M^p^i ration and 
distance from th^-m in a way thnd is often iPVenvhelming. The 
w'omcn will remain strangers to us. 


Tfrc i^j^rpppjy f rpHo and ihv t iPripj ifFpy Sfftiwycr?; plav a I a kind 
of nostalgia that might N' amslruid as eonservalive. While 
Read's tilm has bii.n act-ustsi tPt i.'SMmlialism bivause ii links 
W'lTmen with nature and the s^ajxTnatural. its overatl objtr- 
tivt's SLvms incomparable wiih such an asst'ssmenl t U-arly, 
Read stacks ti> furnish the histt^ncal oppression ut tvomen 
W'ith a materialism thal movies LH'V'imd abstract itltx^logu^s In 
this st.‘n.st,\ the history thal her film uncovers is not meant to 
pri>\'idr a 'ne^v age' all etna ti^c for W4>men, bul is rather, a 
politically vital p^ut ipI xindcrslanding p,ilnarchy. 

SimilarlVd Scotl s is'ork might be^en seen to link v^'orn^^n 
w'lth the ptislLpral ideals ol a Canadian psst, and the E.'ommu- 
nity i>f w-omen with the land of ficliun (Canada i in a kind of 
utopian fantasy ahvays U’vimd reach I wv>uld ^"xpint out that 
the cliched setting of the farmhouse, like the narrative 
premise^ ilst^lJ. dis< losc‘s a di.vpstmst‘ ol irtmy: if iht^ W Eimen m 
this film an.-.trangers in a strange land, prisiuiers lemfx^rarily 
ot thi‘ narrative, il i> biSLausc* a history' auEht>FL\J by patriarchy 
has torgottim them and will always leave K-hind I hem The 
place in w'hich they come tsp rest, in w'htch pow'er Fi^tathms 
and men are absent, is a strange and \inknown one. So in this 
sens4 . the film has no choice but lo be utopian. Ultimatelv 
thtiugh. It is nuuh more interesti^i in its spixlator^ (this is 
why It IS w ix^pularP Us very^ Iraming, like thal of a plugo- 
graph. and its sjxvtacuEar land sea ^h-s invite and toregroimd 
the spixtator s gaj-e in I he act id making hi.stEirv. There is a 
certain complicilv th.U must take place bt^tvi ivn the characters 
who plav ttu^msc^U'c^ in the narratne and the audienLi- never 
quite certain gist hcKW much is fiction and how' much is real 
I he spectators must be vvilllng ti> forego this certainty m 
order lo experience not history made strange bill hislsiry 
made by strangers. 


Bethune 

THE MAKING OF A HERO 
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\ears before its Tcuronto debul screening I his fall at the 
Festival ot Festivals ftcl^ppiipc. Hrc MaJtmy nf a Here had 
receivt\l ern>ugh publicity to make nuist pn.n1uci.TS envious. 
iTie attenti^>n, hi>wenT, was nol all positive, part tvlebratorv', 
but m^islly gossip, spinning tati-s of controversies. The hulLi- 
bakxi I hat pr^xixk^i its release markt\1 ^ihutu- as the most 
anticipatix.1. most expe^nsive f^lH million, including mil- 
lion from Telefilm) and most complicated Cco-produced 
internationatly w ith China and t- ranee and shot on I hri.v con- 
tinents). in t anada's htstt>ry. The ambitlEiu^ I'pic film w'as 
long a wailed— from various sectors— tor a nujltiplicitv of 
loas^ms. In spite ot the interim battlts and appreht*nsion, its 
release^ ha', brought a simse* sit n tiet thal the lilni was not, in 
the tiid, I niKurassing. Alllumgh tlawini. HeJfttnic's bcdab{pr^>d 
hisli>ry is largely not In evidence on thest rtxm. 

Ih". Norman tk-lhune. of cotir>4'. hiikls a s^xciat place m 
CanaduTs historical memsprv, that rare personage I hat 
acquirexJ a larger-than-lile status: a Canadian hero, an i>xy- 
moron perhaps. The Bethune mythology is now- every 
<. aiiadian school child's cant and everv Chinese child's 
lilany. V%'e know his contrlhutiims lo humanity — his surgical 
technique, his adiiiHacy ipt s<Kiali/ed nusJUine, his intrEpduc- 
tiim of bliHpd iranslusiitus on the front Vmvs of the Sjxmish 
civil war and lus aLli anccmenl ot mobile “giRTilia mi^^licine'' 
during I he < Iuhcm.^ rei'olution — exemplifkd the common- 
place tx'liet that Canadians abnxid emb^xJv \ irlue and fulfill 
a m<,xhaling role, (a myth that has txs-n sfuillertxJ lor many 
by smr active mltitarv presence in the Middle Fuisfl Dr. 
Norman Bethune, ihe man w ho died as a martvr lo the 
Chinr'M’ Revolution, saving countless lives, was an idealizixl 
expatriate Canadian, ^ et the darker side of Itethune's ri^T^uta’^ 
ti4>n. as a W Eimanij-iT, 4i big drinkiT and an arrogant shim'-ofi 
did ni>t minimi ze his lioni/ation, m spile 4>l his cont radio- 
lions (tpr perhaps because them! part reprobate, part 
saviour. Bethune's iconociaslic image has suruved and 
rcmniinsan i^st ntial pari of theC aii,idian ^>syche. 

For writer Ted Allen and actor Donakl Sutherland 
Norman Hc^thune was more than c^sseiitia I— Norman Bethune 
was an obsession. The shared life's ambition Iep bring 
fkMhune s k'gendary lile hi Ihe big screiui heljx\i riMll/e the 
dream, but it alsi^ added tucl to the multi-aspcYled contro- 
versy the prtKiuctupn eiidunxi. Allen, staking his claim early 
in the MBs, wrote an early dratt epI a script on hk-thune's life 
(and a biogr.iphv; T'frc lire SuvnL 19^2), stx-uring the 

movie rights. Allen's com mitmenl was tinsj by his early con- 
tact with B<.'thune. who had st'ired as mentor for ihe young 
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^vunulbL SinhtTl.iTid just as. passionate aK>ul llethime; 
hi- plavi-d Bt^Ehune in tv^o l HC pRnJuCtioivs iivor ihe lasE two 
deivuii's and has a 1st' uorktsd on a sttipf and iflnidr attempts 
at development fi>r years Tor Sulherland. p^rtrayin^ fk^thonr 
^vas hiv iiEe's mle Hut this rc^onwi ALIt^n inviKsd the rl^hls It 
his serlpl and he tivjth the help of his dan^^hlef }ulie 
Allen) had hrou^ht the prikluelion ouE of the development 
staj;e I tie had also written into his, cent rati eKlU all chan^^'s to 
the *-iripl had tts he* t'k'd by him > The twtT men ni-^^ded one 
another, Ihev tvere^ huith Lnstrii mental to I he pro|et is' realiya- 
tiL>n. tone oivmM ttu^ *-i.Tipi, the oEher Ehe fharaeter) but thti*' 
individual inEerpretalions. their visst>ns tit Bethuiie, collided 
frt»m the projeet's int option. Altenn for example, believed 
Ikihiine had Kvn iranslormtHJ in Chinas whereas Sutherland 
saw Ehe ^iHxl from the beginning. Allen wrote thaE Ikihnne 
should arrive drunk and dishevel It'd in China, Siilherland 
playt\1 him siiht'r and l lean eul 

1 he e\'enti]al schism lett Allen and Ehe prod net ion on t>ne 
side and SutherlLind and ibt* dirtxtor on the other. The etash 
ol anti visions was |ust t>ne of the many prtihlems that 
htsie^t'd the pniject tkih Mt ktsn^'n's dtxiimentatt' hlin 
SfnJH.yers in a Uml: .Aiiivutun^ of a Citiraiffior Fi/wi 

Crow in Chimt did not disptO rumtmrs til the productions^ 
problems, btit brutally evpivsed them The film unvi-ds Ehe 
China shex^t as a aimtxiy t>f errtTrs, hardly restmiblinj^ a tml- 
tural evthan^e. We witiu^s a senes tsf daily Iruslra lions: firs! 
world etaspt^ration wiEh Ifss technologically advanced stxi- 
elVn conflicts twer histtirical inlerpretation, delays with daily 
stTipE than^;t^, a cr^w on the brink, oi mutiny tiver wtirkinj^ 


eondiliims, overbudget in and mtife delays. Philip Itorsoss 
emKtrrassing tempe^r lantnim on t amera did ntit inspire con- 
fidence m tliisabilitits* lt> sustain the prtxhit litm. 

^'et Ikirstss is an accomplished Jiirech>r Tire Gn'v /ea, tor 
eioimple, Ls an unsung gem. in here .t hisltincal ptTSt>nage this 
Ernie is wril large against the wx^tem fa n.idian landscapt' 
VeE Bi't^EiriJe's pnxlua'ts blitnuHi the hlm's firs|-kiil tLn^ son its 
rigid ehroni^logiLal order. It didn't live up Ee^ their pnvoncep 
lions vil a l^nvri'nee of Arabia dt'sign. Borsr>s was cut tiut of 
ihe tinal editing protessr and a voite-over narration was 
intreiduccxl to eemeni Ehe newly loneeived senes ot flash- 
ha I ks U sgeE her. 

Ironicalh, Ehe Iasi minute editing room changes to 
L'hronotogv to boost the Eilni's appeal conEribuled Eo 
Be^^Ehune's greati^st flaw— its onsmu-sstul structure an^l over- 
relianee on tiarratii>n. The viewer is eonsEantly leltisoned 
belwetMt China and \1iinEri*al w ith a few stops in S^Min and it 
\ew York sanatorium sandwiehed in between The cuts 
thems4.'lves are lu^E necess.irily h.iEhersonie. buE Eht^ a\com pa- 
ne mg inane Eitk"s Kig I he narrative floiv The barrage ot place 
name's and dati^s— Montreal 1 42s, l!i ye^irs earlitTr iir Up state 
New York, 1^27. Yenan, HTH, %tadrid name buE a 

few, signals/presunus that I he viewer is rather I luck These* 
device^. nexxhi'E be sei labourrsJ and clumsily e%i-t‘uEi'd as Ehey 
are in Ke^^rjoje The arthil flashback CexcsruEcxt at a di/.^ying 
spexs.!. Ciim part'd Eo is Ehe suCki-ssEuI Er..idefnark of 

British direcEor \k' Kolas Roeg, for example, and the rcxenl 
Kiissra f forest’ sw' itchy's kKalts CLinstantly, tolding back on itsell 
w ith eleganE ease*. 
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The EliihhUdcks jrc fynnt.-]li^J 
ihfuugh tht^ 1 h^^itcr Hirif^ ch.iMC- 
Irr — A stjnd-in fi>r urittT Allen— 
whtssi' luiictumi KtHKliinilhO is in prsiviiJf n^rriitive iremeiil, 
he n^kTs Iiitns4^ll ij n^K.*an:her ol fk-thyne's lite Jl the tilm's 
npenh^^. Ill (he piri.-,ent, 'inier\ ie^*s" the 

"phiytTs" — Btihinie fii tnends .ind enlleii^ut*^— in this 


t ervinn nl the JiKUifS lile The liitiTV ii"^%-s mv amdueletl in ii 
libriiiry shut in w^mi bmiivii tiini's with <1 hushed thut drsimdit- 
Ll 3 urj-tnev The Kiurn^lLst Ji.'^iee, executed to exlftsel intor- 
m.ition. .idd lIU t heiil it 1 1 1 ,’ ^nd gener.illy till in (he bl finks tor 
the \ iewer, bi%xmit*s r.ither ti regime. The sirKere intiirnicition- 


tn er-the-shouldef elos^^-ups ot iiirts' subfixi'^ ,ire fi>r- 
inulrtK Their indiMdUdil reniiniscenees, howixi r-. spsirk ntt 
liiriher detisurs, iind [i^iiTfitive sexjuenei'Si jn‘ thus Tnoln'.ited 
b> I heir %lLkrii,-s. To mention |usl otie ess^mple ot the htsivv 
h.itidi'dni.^s ot I he devitx\ ii voice tsver s,iys '"he vs'i,intix3 his 
i^ite tovontorm lt> his vision ot the wjy it was ' drtj w'e l"uI to 
ki sitx|ijence n^'sth Ki-thune hind l-rdncics on susfvnded hrid^^e. 
Ik'thuiie entices (he fnghlentsi bfiinci^ to cross, bc^llowin^ 
'4 rdnees it you cun t tind the coumge lo do this, where in 
Ciiivi s nume will you tind I be couru^e tei torwurd mio our 
tutu re loji^ethef'^ und we j^uin t ut to uu mtervteii' with 
iTJiifes und I lines. Wtuil is ttxJtxi us tlK‘ nurrulive sei^ut-nee is 
jndexxf just lh.it, un illiistrution. liethune .lets out whul the 
interx'iewtc's dl‘s^i■^iK^ This lell .iiid shi.ni- uspect — conti^ssion 
Iriinshpruied to nurruliee^interrupts the epic drjiriLi. otten 
euncelhn^ it out. 

Obi iouslvj thedisiirttl ettixi wus to illustriite Hines' “dtvp 
.imhij4uity'' ubout He^thune — .ind to show' the muny sides ot 
the ni 4 n. A tier .ill, it is Alleti's story. And herein liis cinother 
problem H the Hine-s ehu racier dtvs ntil sustain interest As a 
toil, he fails: of hero ivorship and disiippoinlment do 

iiikt suslain the narr4live: that task is left to Sutherland. The 
Iragmentarv expitsitioii doesn't offer amhi^^uity, onlv rixiun- 
dancy and confiision- 

In spile ef the constant It kin and trLiing, ^ftilNOiii' m^iN'es in 
tuo ascending spiral -I ike itioieTnentSH his com my* to aaept 
ciinimunisni. and his eventual internali/aiion of ils m.i|ii>r 
humanislic (enets, which leads him to redempliun. This 
movement is of Ishakespearean priiportions. Belhuiie's 
extraordinary t;itls are made m.inifest, but his hubris is 
pamiully evident- Tk^pite his brilliance and Ci.>nimitment to 
the ri|;ht side, the man vv.isdifiu^lt and often a Kior. Me loses 
his tenipvT, demimsl rates insen.sitivity to his wife and others 
and demands |.HTkvtion. Arriving in China, Mrs. [Tymd the 
missionary la iveak p^ilential hwe inlere*.| plaved hv Helen 
bhaeef > entreats Ek^thune To iearn patience.'" With character- 
istic stll-miportanee he replies "I wonT rest till lascism is 
w'lpi.xJ iLilf the t.itvot theearlh 

Nearly livo hours later during a stTt-Conlession si^ssiiin 
Hi-thune apologized lo comrade Funp tan unskilkd doctor 
who he had cruelly lieliltli.\ll, clainun;^ 'T didn't n.vo>ini/e I he 
fascism within myself, that lies within each of ns ' Betwt-X.^ 
thesi^ two tnomenfs of .irTO>;,inee and scTf-discoverv a series of 
slij^ht del alls indicate the iransformaiion Ik^thune arrii c*s car- 
rel nj; I he aceoinTitiumfs of western civilization — .i phono* 
►^raph and Hei’tho\en collection in hand — and is dw.irfed 
a^alT 1 st the grandeur ot the landscapi-. In spite of his diminu- 


tive status in the viewer's eye., he makes di^mani,ls along his 
march Mao. Only iluring his nueting w ith Mao divs he 
appear snihiller and somewhat humbled (read normal). 
(Interestingly, the two men art^ shol as equaK, with Mao not 
c^peciallv priviU'gixlS. Mints of his grooving rc«»pei.t for ihe 
Chinese jvxiple are evident when he inlrodi's up^m an tild 
man prat tising Tai Chi, and then gracefully ku ksaw'ay. 


Beth u lie's journal entnc’^ further indicate his emerging rever- 
eiu'e for the Chinch" pixiple. I ike many dev tecs* in the film, 
this one is oierdone ti>o The prepcmdi^ranet^ ot shots ot 
helhuiu^ sitting in front of his I V|,H'writer, ivilh swelling 
Mounds ot lkvll"Hwenj tip I he gi-sture into chchcc (ust when we 
tex t ihe utmost ptty for a dying Hethime, ihe tyjH-w titer is 
mvokcM. As he slowly typt^ the wi>rds 'Tm taialh’ ilh Im 
going lodie' w'e pull b,ick at ihi- enormitv of fhe cliche 

The vi omen L'har.icTers in We'f^Ufuc dls^> siittcT from a hack^ 
fieved Irealmenl. Th^-y are alsci. tor the mi>st part, largelv 
supH.Tfluous. hor all Ik-thune's allegcxJ womanizing there is 
not evidenci,^ iif eroticism here, apart from a fei^ botchix^ kiss* 
vs and a dircxl i]ue>t.itiLm trom |arni*s foyce Helen Shaver is 
w-asttx. 1 , as is Anouk Aitmxc Her character's sexual relation- 
ship lo Bethune is left ambigu^ius: she is his guide to correX-T 
pi>lilics. They begin thc'ir relationship w-hen he sfiots her im a 
btmeh and pr^iclainis "my name is Norman Bethuiw and f'm 
oc'ens^helmisJ by vour Ksuity '' VViih this kind oi w'nting 4 >ne 
suspects that Anouk Aimiv was an afti^rthinight. bmughl in 
to I 111 fill co-prodiicTion risjjuireinents. 

If IS untort unale that fhe film uh’^V. so 3 i>ng to make, for 
Sutherland's age dc^racls Irom the- powt^r of the film — ^.igain 
Contributing to tts triteness. He fUst isn't conv'incmg as a radi- 
cal young man. Me looks fiKilish doing a piHsr imitalion of 
Frtxi Asia ire i?r in timing Blake (''death is irresislible'^) w'hile 
piiinting the vinatorium walls, thiiugh his bursis of c'go could 
be fiwgiven ui a younger ksiking man By ihe lime he fiivally 
malizc*s the hmilalion ot his ego, he has ntMrly kisl ihe audi- 
ence. 

Still, Ihe end iif the tilm fxelongs tii- Sutherland and lhi‘ 
landscape' of China. The scene's st't m China were the most 
successfuL achieving an epic grandeur at limt's. In this set- 
ting, ihe U^genJ came alive and Bethune' s ChineM* name, Bai 
Chu hn (While Staking Ciracel s^x-med appi^ite: Iw' was truly 
a national hert>. There are nict' touches ihriiughout however 
The sceni' w here Bethune stands on a st.ige in Montreal, with 
new‘srxx>‘ls of fhe Spanish civil war K-hind him. and the audi" 
i.'Elce bursts inlo Tlvt' Intenutionale is particularly memi>rable 
Kxaust' it lakes a risk. But one can't help thinking that the 
film Would have benefit It'd fnmi humsing the later pt'nod 
of Bethune's life, instead of trying to be faithtut Ui all its 
salient delaiL^. 

LnlL^rluriiitely the material itst'lf— Bethune the man, the 
li'geiiid— iwerawed ihe projtvt's many players. The dt-sire for 
a faithful depiLtii^n of a life, insfead iH crafting narrain lead 
to the overreliance on shop- worn devices and cliches. 
Bi'fjiiopc's lortunxf rite of p^issage alli-sfs to ihe tact thal I here 
wxfe tixi manv plavers, t£Pi> many inten-sts a I 'itnike lo guide 
ils sucfessful realization. R^’fJfiioir siands as a wondertul docii- 
menl of a great man /but it is not an ou I standing filni. 
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My Husband is 
Trying to Kill Me... 

REVERSAl OF FORTUNE 
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ii M ii k i h u r d Lip p e 

Rcivr^if of ii-'Tium' is isno ot ihv hims nmv surtoi'inji^ ^vhich 
LiJiift-ssi-s tho is>uv ihe wivni.in's a bust* within mnirrio^o - 
iiiiludL^ S'lti iVrl^icPiif .Mw ,iiKi 

Sftv/!pfjj^' ir/f/i Nic TooPFry While tht^- h Litis sk-m Imnt j nu>ri' 
VI It ill iiwjfcnvss ol issues of x iuienev w iTitioii. the 

hi ms Oiiri iiImi lx- pvreviMHl its Ix^inj^ hrntJy nx>tL\1 in o lon^; 
triidiliisn ot ii iinivei's oiid ttiv Wfuttiin's him Thvn.n+hK 

melixlrjind, ivhivh orH- c.m ]ink to ivomvM s novels surh js 
JjjiPc' ^.yrl^ ^ ^ -Koirdo iiitd t>thorSj pt>intiH.1ly dmniHiEi^^i-s the 

wi imo ii‘ s t'x |,xTii'ncv I ki tfetr a iid I li v ihrtM I of I'uilenev eentnxl 
wuhin EhiV "KTnble tiini*4% lu-r lu^iiie. Mttre prtiL LM.^Iy. thv ntiir- 
iljf heilriHim Kxnm^'s thv ^^W ist Ihv criitio. Hu- tfitJi- 

tioti £il tbo ^piiriinoid' ivite wms j simrci' i>t mspirdtion tor o 
stTK"^ ot t Li -1 11 E litptk"s nivtsidritnTis, e.j;. SrispRioir. 

Uo^kTs firmrl. T^ir^ Svri'f HinflntJ f/jr f Asur. En iiitniv hut 
.1 tew. Illness is ivlteii ii nu'Eaphor litr I he i iitk-niov ..ihusv 
iiillicti.'d Liii tfciv u'omvin. RoEvrsoJ uf / orhoio, trdmtxl iisEvnsihiy 
its hi ilromo hihiiul Ebi^ piarsiiit of jusEk'v iviEhin I he Amerk\tn 
le|;,il system p is itlsit. upirn si rutin v. nu-hxlritm.t diboul 

the Jisinte^rLiUivn ol ihe e^>up le, ^inK tiirtsl by I he Mrnv hiisi^ 
suspieuiri: is thi- hu'ihsnd try in lo kill his ivite niid whM hns 
CnSiisixi the wile's tntol ilhn'ss? L h-itflv these Jritntiis eon 1111110 
to he jxipuliir Kx'.iiist* they reter Eo o^p’nent t-s u tik h reituin 
reloi'.irit to tTinleinjxir.iiy' j;ender reLitions 

v\s ivllli niiiny o( Lis distin^ULshed torties prixkxes>iirSp the 
pursuil o| 'Ena Eh' onil iu|in‘stiLiiis oi j^uilt slrueEures^ the n^irrii- 
tive. Rnvrsia/ of fortoo4% hiis^Hil on the nmel hy Htirviird pro- 
toss4ir iind le^^iil pmeliliivnor, Al.m l\Tshow“it// Riin Silver, 
ivlui .ipixMfs iis ii loodiii^; proLi^oiitsl in the bln. hire^riiunils 
ils etimvm> iviEh issn^.'s ol lo>E.-iLiEv -ind ju slice. In iidihlion, the 
couple/ Cl.ius von HulowVTeremy lri,>ns and Suniiv von 
Bulim/tiilen t Ukse. are la mil 1.1 r to ihe aiiihence tn>ni thi.' w^iJ- 
puhlii i/4s.i I rials Etiat nx eived oMen sii'e rntxliii covera|;e, This 
all lends a gloss tk h'VjH'E'-ftsilisni Eei I he genre and lictioniil 
ci>m.entu>ns that shajx' ihe story. On the one hand. gi\ en thal 
this is IX-r'^luHvtl/'s stori\, his jxTceptions ol ihe evenls eoUnir 
the narrali\ e's attempts a I giving Sunny a voice thal counlers 
Claus" ti-Ntmiisnv. .-Mt hough Sianny is given a tentatii'e, ir-on- 
ic/commentative voice, Ehts voice is also tloudi^d by her 
depriwsion and her responst'S lo I hat depression through 
drugs, akiihol dind shx-p. Her st^Et- destructive teiidencKSi may 
implicalv her (.ompLu ity m her death though, more geniTalLyH 


they suggest a ivay ot ctiping w ith an unhappy marriage. 
And. nltimatelv, it is Claus whom IXT'^howit/ defend tsi. 
Then.^foi'e, the tranieivork ol the legal mvc‘sEigatii>n and .ill its 
spex' d ica t ions ps displaced hv the oi'erriding antagonism 
underlying Lonrem^ximn' gender n^latjonshi^w 

The liEni takes great pains to constnict strong eEkiinoLilions 
I at ililleri^tu e Ix-liviXMi LX^rshoivit/ ' s middle-dass few ish liK-r- 
al deniiiKTatic milieu and von Bu Iowa's devadent 'upptT class' 
Wasp insular siTciety The tilm exph^ils Ihe oppositions 
IxiWTX'ii tht" tw o men on sev eral levels ranging frspm physical 
i.htEtTenci^. }X‘rtormanLX' sly 11 .%. lo the mise-cm -scene ol their 
homes, eating hahiEs, etc- Much ot the lilm's humtuir is 
derlix-d trom the clash of opposiEes, Then^ is a EraLliEiEin in Ehe 
HollvivotxJ cini-ma of gltimi>uri/ing Ehe rich and revelling in 
thi^ir lailur^-s anil niis^'ries. IX-spite this nietlcuhius play on 
disEinguishmg the protagonisls trorn one ani>tht^, ihe film, on 
a more pri>fi‘nind level, suggests a deeply rtnili'd atEiniEv 
K'lwix'ii I hem. IkkEh men are aware of I heir [x>wer an^.! privi- 
lege m their varying Jotnainsp and hiah express a hcistility 
towards the women i^iEh ivhom thev're involvxHl. IX“spile 
[X-rshikWit/'s claims Ehal \’on Bulow^ is strange and is difticnlE 
to fatfioni, he is, at Ehe same lime, E'asciiiatixl iviEh the mysteri- 
ous K‘uriT|.XMn Ikherp ivho seetns aniilhelical m ei'ery way 
E.Xrshiw%'it/ MX'^ms far more drawn to ^on BultkW“'s case ihan 
to the EWi> underprivileged black youths aw ailing I hen diathj 
I hs motn t% tor taking £in Ehi‘ cast* sci-m more complex than 
his rationali^alu.>n etmcerning tht" abiliEy £ii ihe rich hi con- 
sErucl I heir iiw n investigation and gather evidence. 
[>i'rshou tty's gamble in defending von Billow si.^Es up very 
high slakt%: it he l£ks<%. he lEises Ills reputation and his wnn- 
niing means reversing a decision and lakiiig on ihe slate ol 
Rtuxle Isliind hut LI also offers him Ehe kind £*t monevr puhlit'- 
ilv and celebrity suius I hat surround a rich pnvikT^id couple 
liki' Ehe vtm Bulows. Ikilh men rirogni/i- I heir mutual wntl- 
ingnt^s Eo evploil one another as is evidenE m the M’eiie in ihc* 
vak liE i kib \ on Bulow is w illing lo risk ev ervlhing lo gam his 
Enixtom while lUershsawil/ is likeivise willing lo exploit von 
liuliiw Eo xym his revcrsil. NiiHthi-r man can allord or ii'ish lo 
U kse. 

The TOelaphi^r ihI the Kiskelball game is very' appropriate 
Eo the n.irriilivi' emi: d v.irietv‘ iHl levels, thilside oi Ehe ohvnous 
connolations <.>! sucei'eding ihfEiugh fi^am ccknpt*ralion lie's a 
more liindiimenlai dramatiAitmn oi Ehe inEmiate coinwHrtions 
N tvvixii nia% uhnilv, ihe law. pvwver aixf spirt This niEerde^ 
pendence is ctnilral to masculine ctommani s^iciely The 
Eav^ i er taki's on .in ad v ersi.i;ria I role, and acis as a comKiEant 
in the ring/lorum.-'arena ol Ihe CE^iirtroom. \'£ai Bulow' sp>n- 
SLirs IXxshnwit/ lo 'play' for him and t\*rshiiwit/ thiKkS4% 
isin buliwv as his pi I roll. I'on Bulow supplies him wnth the 
conlevt. ihe challenge -intl tin" rew sird. Aside frinn enihle min- 
ing deiniXTalic' .America, Ehe spirt spsifically ripn-^-nls a 
system ol pEiwer w hich is htiught inlo via profession, class 
and, not least, gendt^r. TX^rshowity. txiiig white, male and a 
succi.*ssiul lai^'ver stx-un% Ehi" sami" Edible at TVlnuinaco's lhal 
von bukwY sLXured via Sunny's tort one. Claus brings his 
'class/ tilie and crixlenlials to the marriage: Sunny supplies 
ihe inheriEt.'d money wliich. u'ithoul Ihe framework oE the 
marriage, bnng-^ her no legiEunate outlet tor enjoying ihe 
piw er her wealth oilers. Sunnv scxttis u cH a lean- of the rulis 
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E l 

C- KlIVl^ hy pL\y 

Im^^^t^Trl^M by And oi hi> j;nfrin>;L'nit-iil mI lhi>*- 
thriKti^h hiN iitsin- wtirk ^iiui 
pRKurt* a mis(rt*s^ wiiliin Iht^ir si^ia] ciriL-k"s V\*n Bu]i.nv\ 
inliTt-xt^ an* h* purnut.* hh mascutiiiisf nt'tiJs — the jt>b. his 
misin'?%s ^vithi>ul lt>:^in^ ihe empt'iWf rmt nl sit Sunny's 
kini,3s. Si_^rtihi Lint]Vr IXTshm^ il/ M'f ms In |i;rasp thtsj Ik- 

LiltnbukN, Sunn vs siemist' and death- wish tn her Inss at islen- 
lin* as A wife and mallier - a ratisinale ivkieh suit> lii^ idesita^- 
14,^1] uEiderslai^Jla^ nt ^eiids^r fs ill's. Sam It/ AiiiiaLvILi Siiiirt'a^ 
(l\Tshaieit^\ sEsjtUmt. vfcilU-a^ae and ex-UiierS niEire listutely 
underslands Ehal v'an Hulavi’ ^ains eierithin;^ by killing Ins 
witv: hi' rids liniiM-lt sif Sunny wilhnul suttin); himsell nh 
(rnmi her hti^-^n in^ nianev. The tilni's \^aryin^ eiidiii_^> ri'lkxi 
I he basic cnnlhcls n| intiTi«>l untlfrlvinj^ j^emler liiftereme. 
LVrxhiii.vtt/ Lirticidales Ins uaderstandinj; at van Kidavi s 
inaai i-s ivlu'iu talk>wing an arj^ument with Sirah, hi* teilLiij^ly 


rennarks ihal the jury wil] be sympathehc K\ause the hus- 
Ki lid's dt*sire ta kill his wife is a fantasy that everyane shares 
rhe inisaj;5>nv underlying; I he iiininieiit is shart'il hy bi^th 
mi*n and is t^swntial U* mascuhru- ^kln 1 inanee and tlu^ desire 
la ^win' a I a]] cast. Claus hates the paiver Sunny w leldsr 
reivalini; at vanaus timesi that Sunn>' always ^;ets whal she 
wanls and nil aiie crassc's Sunny; siniilarSv iX'rshawtl/ can I 
accept Ssirah's irttellij^ince when she wins an argument and 
relusts III capitulate ta hisauthanly. 

rhese parallels are LinplicLt I h mu ghaut the tilin. The 
wirman wha L’hallengi's IXTshauit/ li>r taking Ein the ease at 
thi* start IS a rt\i herring: she can bt* cantTaiiick\i and hunnh- 
ated ivithi>ul ettart. Sarah is tar iruvre threatening as they have 
shand an einatnmal iii\ivKinienl as well as a prufessiEinal 
iine, and S^iralfs cliaik-nge is niufe lEirmidabJe. In tail bi>th 
men are Ihreakmv^l by strang w amen ami bath tear i^miiHula- 
tian and fallibility, which is classii ta the nielidrama the 
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^ctTvt Ihf ti-rrihle/j^othic huusi- 
hiirtH^ur^ i> thv tejr I he niiile's 

IHHIHBHH 1:.1^t^.1tton 

tienvnc.illy .inti iiiltiariilly. the hou?ie, the LimilifiL Nnar- 
diinuin. b V.vpl s«itely septir^te .itid privale. The 
1 % (he pl-U'e ^vhert* ivomen .ire cui n(( trii-m I he w^irki 

jikI wht^re Ini mil La] st"i fel> ivsici. This is jnKerisi Ht-d in rL-laliim 
It>c3js>: the vim Huhiw bume is filmed frtvm an aerinil f^iint ot 
vie^i in the iipi ntnj; ereviits uriJeFNt'iiire il> comptiund-tike 
and insfitutiima] t haraLtenstics, Siiimy's narrattEiii, bL‘^srninj;^ 


lri>mi the Iritk inhi thei>^vn diHsr in the prn ate hi^spilal. iisn- 
her ht^use U* her new hiime, j^^jsn a private ^uardi'd 
plat!' The desire te kivp the mitside unrId .it .i distance is .i 
centr.i] concii'ii tn I he vfun Hu hue's siieial milieu. This fuels .1 
j^rtMt pan i>t thi^itilhiiral (eIm iniitlLin ivith pivrins this se^' 
tiii^. I here is, .it l\w sime time, a j^real de.il ef ambivnileniM-; 
tme wam*. te be- privy te I he liti*style et the 'rich and famims' 
.ind siniultanisiiistv ii.itcli them suttiT bsr (heir privilege. As 
Sniiiiv sav’s, '"r l ervLim' eiijiivs a circus.*" The lantasv iTt e:kcess 
and dtsadcnce is enhancid by the narrative in^risJients itI 
II licit se\. (he hiiyinij; uf a tilkd huskiiid: hmvever. I hi" 
basic premise^ that the liliii evplens. ^ind uncovers - the s4S.Tel 
tH-hind the door - is tuiidamenlal to the fabric id society 
ex lending beyivnd the bounds ol a single elass. Whether Claus 
is responsible for bunny's comatose^ condition is ultimately 
ii 4 >t important; I he film suggests thal siKial delermirtants etiii' 
spirt' to kill SunnVn basc^iS on a variely ol laclors - the crime is 
pri“seiUed as a cyclical even!. Sunny has been dying' over a 
long pt'iiiKi. As in I he tradilion ol the genre she Ls trapptsi by 
her marriage, hcT sihLiin-stratiim within a pnvate ivorld which 
otters no options and nowhere ti* go. 

Again, IlH-gLCstion of \\m bulow S guilt and the success of 
LX^rshowila's n'versal sil fortune aa^ releva n I to the plot, but 
are essentialiy sevonJarv to ihe film s more primary explo- 
ration of gender relations. The tilm I'ontp^ires intnguingly to 
rnmiingiT's AFiJtorwj^ of ir AlnriftT which also um"s a eourlriHim 
drama in a sj.Fphistiiali'd manner to iniesligale gender ten- 
sions which ultimalely take [irts iHJence in the narrahx is Fx'en 
Sunnv's enigmatic presence, w'hich toregrounds the whole 
qui'stion of Imlh and llie typically omniscient invisible narra- 
tive voice of Realist cirn'm.i, is yi** another displaccmicnt ot the 
narralix e's concerns TIu" x'on KuIepw's are styli/ed cbaraiteri- 
/ations which become emblematic uf I hi' lilm's theme, "My 
hustsind is trving to kill me....'" This is in line with Ihe generic 
traditions from which the film springs. The cha ratters point 
t£» a larger irameof reference. leremy lnm.s' stylized, playfully 
ghiiulish perlorniiince dor ivhich he has earned an Oscar 
m^m I nation), consiiouslv exploits the lact (hat he n^presents 
siimething ht^yond the indix idual accused of an aberrant 
crime- While von Hu low is flagranilv "'un-American'" in his 
deporlnient, attitude and iiriogance, the film neier re|ecls 
him as the unkniiwMble thher in order lo r.ilionalive the 
critiuv nor is he cancaturi\l In tact, von Bulow is integralcsi 
into IN' donu-^tic and soctal arena Ihmugh his relahoiis with 
his step-i.hildren, his American mislress, and mixst sign di- 
cant! v. his lerv' 'demiKnUic' alli^rney, Mr. IX^rshoxvit/. b.xen 
his relatLLtnship with Sunny is shaded; it is characleri/L'd by 
commeiils which may or may not expri'ss thetr concern tor 
one another This is, at turn's, presumti'd viilh a touch id dri' 


humour; Claus attests to Sunny s generosily, "Sunny lovesJ 
Christmas," as she staggers abspul the festrie decor, xshile 
Sunnv, at another pinnt in the narratix e, nval Is Claus' tender- 
mss. 

The i|ui.^liiui of identification in this tilm is complex .md is 
left purpiiselv ambiguous. NiM i’ntra] proiagimist isotteriM as 
a figure ot empathy or identification. Nicholas Kaj^an's 
screenpl.ix^ alM> nsiminated tor an Academy Award, deserv es 
meiilion ill the w'ay il avoids tlatteiimgout the issut^ and evi- 
dent\"s an awareness ot the dt^’p umts underlviiig the von 
buiow s case- tane can more lully appreciate the tilm's 
achiev ement through a comparison w tth Hrian de Talma's 
r<."cenl fiasco, Bimfirc of fVir l-^'iiFUfii^x, which presents a ensdt^ 
and heavy-handed approach lo privih-gtsl, wealthy class- 
es. The tilm indulges what it apparently sids oul to critique 
and ridicule. It is a one-dimensional portrait £f( Ihe monied 
class which tails to integrate it'- protagonists into a larger 
Si vial dimiain; Ihe attitude is smug .md condescending ^ 

Ri'L’i'rNif of TerJjiirc is not lacking in s^irdonic hLinu^ur but 
divsiTt SKTilice intelligence along the wa> The enklmg is a 
casi- in ^xpint. Von Ekiloxv enters a drugstore lo buy a pack of 
cigaretles; he becomes .iw’..ire i>( Ihe fait thal the woman 
behind the coiinler rtvogni/e^s him from lus photograph on 
Ihe front fsige i^t the ne^isi^aper. Von Hu low takt^ adx-antage 
of his nexviy -acquired notorious ceh-brily status and hastily 
adds thal he" 11 take a vial of insulin as welT viatehing the hor- 
ri>r register on the woman's faetv The mi>ment tinichi.'s upon 
the tael tfcial von Biilmv is no longer anonymous in his sN*b 
tercsi W'orld, but he remains em^vnyend. Lllimalelyr the film 
artic-ulates an a wanness oi who is stKially empirwered and 
XV ho isn't, iNugh It fails to take an obvnus political position. 
It is nol withoul significance that IX-rshow-il/ is now in Ihe 
prevess of defending the 'Reverend' jimmy tkikker. anothxT 
male while rich empt>xverxd man. 

KaYi-Sirt of Torhipjc has bxvn nociunalcd tor ihnv* AeaxixTny 
Axvards, including bi^l diretior for fkirbet Schroeder-, but it 
has not done w^ell at the bov-otfice. In a yxMr in xvhich the 
movie-gomg public taxiTured mi'tre reassuring and less 
demanding til ms like ffenrc AUme. and Preffy VViwwir, 

RtTvr^} i>f rcrfioit' refuses lo iron out its prob hematic, and 
assuage the auxiience, ni>r d«v"s l 1 minimi/e its ^v>wer lo dis- 
lurh by offering a conventiitnal ending. Sunny's pri>lesl 
remains burii-d within her coma, fX^rshowil/ has valiantly 
foughl for anil Mvured Claus' friv*dom and leaxc-s with his 
interests intact, but the impetus behind ihe crime remains 
uno-M^lved. ITie mekvirama mvesttgaling the husKinxl's g^iill 
in allempling lo rid himself of his xvife, a lamitiar theme, is 
recast in eirntx^mporary terms w'llhoul any compromises. 
There is no alternativv lovx^r in whom to lind shelter, and the 
fears ot ihe paranoid* wnfe are not unloundcsi - they are as 
rxsil as hx^r ccFmatosi' conditiion, entrenched in the loundatlons 
of the .American maritnil home. 

1 The eonlraJielLiry, grotesque tnvilrrent ol the hlatk eom- 
mimilv m the tilm is a topic beyond the at this disi us- 

sLL«n. 

2 . Sehrtieder's appearance as the rich patriarch CHivier 
involved m a cyclical lamilial crime in Kivette's CchiTc- aFnf 
jfrFffc.s'e fkwhrry is w sirlli Holing in relation t£F this tilm. 
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Weininger's 

Nacht 

IWEININGER^S LAST NlQHT) 


0 ^ Susa n M o r r i ^ it n 

Dnt^ uf ihi" dilHi-iiltir*, epI vi hith Uim^ tt> scl‘ «it ihi- 

4kl I t“^tivui]s (hat isfti'n rh^HETL^ 4rx? m.idt^i'pn l\w lvmi> 
ul wry lillU' intEsrm^Uinn This is .1 siEualicin which tri't|uciitlv 
rcsiih*^ 111 djsjpjn^iiitmrnl. i^pcciiillv il Eht^ select lim was 
btisk'd sm sEktsit- sniiiLI interest m mere ivhim. Flippitijis 
threiip^h the ot l-estL\'.ils catiiki^^uc. I titipiviied hi 

Euifici' thal line ot the tilrws in the sc-rii-s tilks-J 'Thi.' Fklj^e' U^*k 
ii^ its central fix us tJttti Weiiiin^^^r. a mEnEtr V'icnniSH’ I'E nter 
with ^fcirii^ CiiriMwIinn tn Fn^ud I circtixi it and went Ilp the 
sp,Ttx^nin^ 

Vi V‘ hilt I discev eredaiir ^XTKa^>s 3 sIuiliIe,! sii\’ wms cnntrEinkxl 
bvM.VLis ii lilni et imnu'itH' pnwer, (he kind that kwenvhclms 
the i ietver ivhti is unprepared far the scape, depth and 
pa infill ness el the material inii^lved. I have sec^n ^erv' few 
films that Eeit im- breath lisis and. s|,T>it\hk”is when the scr^vn 
went bJjL k. tiul V%i^i?jpjj\fcrs .VaiTajf definitely tails inia ihkU cjle^ 
^arv. Mv immcsliaie instinct was to the tilm aj^ain — most 
FesEw al filni-^ are -wri^Muxi twict^'-as I find it diffi<.nU ta talk 
a Km I Ji Him after iiiie viewing, i-spcxhally this kind of Him 
fhnvever, ttie mwl and only olher shewinj^ was a tew days 


Jater at ^ ii'ctsKk in the mtirnin^ There was no way that I 
itEmld make such an early screening, imr, in all hanestv', 
icon Id I hiiee wan ltd li> ev^iiiM.' invst'lt to such Tbiw emEilians 
and powerful espressiens 4 I that lime of the day. My 
uitlempl*. Iep cEpnvince several tr lends to ga to ihe second 
si.Teenmg tailixi. wilh tht' result thal I iiepw find iti%"selt in the 
posit tan ol heing the Einlv pi^rsipn I knuiv who has seen 
tVfftrjfPjijcrK iVjit ljh vH wanting evervune I know' to ex^x^nence 
tl as well. I can t irrtqigine the film getting general distrihutkin 
Nvqiuse it IS ijiiite specialised and hniikd in ap^xsiL C>ne of 
the pleasures ol the Fcs^iii'al epI Fi'stix als is K’lng able ta see 
lust ihi-se kiiids of films; art the atbiT handn if is frustrating la 
rrali/f that a dtsiirp-xl 'six^^nd v iewing' ivill prcihabty nevrr 

EKkiir. 

tVcrwpwycrs S^iithl . an Austrian film directed by the 
Vienm-^' aclor/dEri\iar Paul us Manker, is bastd an a stage 
play bv hwhua SiKk called T^rc SePid ef a ftn'. Set in Vienna, 
dll nog I he night at IX tabtT X it chripnicles the last Kiurs 

at Otto VVeininger, a 2^ vear ahi ivhip has symKilically chostm 
tti CEPinmil suicide in the same Viennese hcpuse where 
IXvlKwen had died. 

fhe lilm opens wilh VVeininger renling a rcio^m in 
SchWiir/^panier-strassi,’ l^in preparation for his eventual si'lf- 
inflk-ti.xl death a I dawm As the nighi unfo^lds, he is canlninttd 
with represt^ntatians af pts'^ple and exxmts m his life ivhich 
carry an a CE*nHtiutpus and lHIivc deKife with him aKiut the 
meaning af his life and his decision to end il in .ibso-luti- 
dt»sp,iir Thi^ is ntitniet me assure yi^ti, an Austrian remake af 
"Its a Wonderful f.ife". As the audience has prior historical 
knawhsJge epI Weininger's immincmt death, the dekile serves 
laa^H^n up issui*s tsf causitton in order to enable a ^xttenliqillv 
h^isi lie a u d leiice t he ivas PkPf a nice ma n I U * pered ve t he end 
result as Insgic rather ttian tittirtg 

n hi‘ histspficaP VVeinErtger wms a niiddle-class Vieiinise 
je^w ivhEP was rabidly anH-St^mllic; on the day that he nxeivwi 
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h JiH'hirjk' iron verted \o Pmtes^intiNni- \iv was a sup* 
pressed htjmi>se\ual (he pro moled the celibate lite) w^ho 
kviiht'd wijmen- His studits in philt^iphy and psycKolo^y .it 
the University of Vienna M him towards an invt‘sli};alii>n of 
thi,ipries of sc^xu.ility bastsJ on gender differtmcv — an investi- 
j^ation of ^rejl interest in fin-de^sietle Vienna amon^ wTiters 
and artists. (Most theories centred around the notion ot 
wunruin as evil seducer and man as inifliH'enl victim e.|^. Klimt 
and Klin|>ef in art, Moebius and Krauss in writs 
Weiningt^r's conirihution was lhat he developed a thtvry of 
bisexualitv premisid on the idea that "the orij^inal human dis- 
p>sitiisn w'as bisexuaL and that ^mly w hen thi^ male or female 
element is in I he ma^'^rity do we find whaf w'e call man m 
wtsman." He siml his thi^sis to Freud for suppi>rt only to have 
Freud accuse him play(iari/in^ from his friend Wilhelm 
Fliess who had been working on similar ntstiims. VVeininger's 
motnenl of fame came from the publication of his dotiorat 
dissertation as the bsHjk CTcscfiJecftt HPid Orara^/cr (5ev and 
Character), m which he indudi'd threi* additional chapters to 
the effect that wismtm and lews art^ the weak links' in CIikI's 
chain t>t crealiim. Whiie he had his siippvirteis — hlrindbt^tK 
was an espxiallv avid ally who 'thanked Herr DiKtor for 
having; finally solves.! I he "'women pri>blem ' ' — Weinin|i;er 
nevertheli'ss could lun come to terms with tlu- per^^nal eftei ls 
of holdmy^ such a llH‘i>ry at the expense of his sc^U-identifica* 
tion. The Iasi entry in his diary rt^ads The hatretl of women is 
nothing more than the batrisJ of one's own sc-vuahly which 
one lias nol yet overcome'" an insight which liaii littk- power 
to save him. 

Wi'jpihjycrs NpicfiJ is not a conventiimaL realisl narrative, 
The form that strucUires I he iilm is tlvil i>l avant-garde the- 
atre; in lack the film stvms to \rv a tilmtd version c^l thcsiage 
play .( Taulus M.inker, I he lead actor as well as diri^lor of Ihe 
lilm, al?H5 din-vti'd llu^ stage production t^f Sobol's play at 
the IJt'ulsches Volksthtsiler Vienna in NHH.i Tht-re has bt-en 
ntP attempt lo transform the play into a 'st'amlev. and natu- 
ralisi.\J' film, htr the ust‘ and foregrounding of theatrical arti- 
fice is always present^ This is ivt>t mme carelessness or conceit ^ 
bul is extremely effective m Ihe brt^htian wsiy in which it 
engagi;'s the view*er's mind in an inlemal diakpgue with llw 
gripping, often bi/arn^ and simielimes excruciatingly painful 
evenis taking place im sx rvvn/i>n stage. 

In the film, theatrical artifice is pk'sentL'd and w'orks on a 
numK-r ol loiels bi>th inlemal and external to tho text tisell. 
One example ot the I or me r caleg^^ry is to be f^iund in Ih^^ 
device having a double' for VVeininger ivht> is not only 
onstage at the time as he Ls bul w’^ho is also played by a 
female actcn (Josefin riattl. VVhile she is dfi'sstd in man's 
clothing, fhere has been nt> attempt to disguis<^ the fact that 
she IS a w'OFn.in. Theefhx’tivoness of this device, o^f coiirM^ is 
that It sen'i*s lo bring into the foregrtmnd Wei lunger's owm 
conf]ii.i with his sc‘xual identity^ 

Another exam pU“ may be ICKund in one of the mi>st impR»s- 
sive scenes in the film, a s^ene wheff Otto and his father arx^ 
sitting at tables acn>ss from each olbt'r in w lial app-ars lo be a 
very lancy brothel /cabaret. While they dine and converse, 
two scantity-dressi'd women crawl under the linen^overisj 
tablx's and begin lo give theni blow jobs. What ihe woman 
under the lather's table is pioing is not visible, although il 


seems to be going along just fine I low ex er, the w-omafi under 
Olio's lable kis a kneH.kwurst in her hand which she fondle?^, 
but every wp often, as Ottu spcviks icp his f.itber, she bites a 
chunk out of il; causing him to si,‘R‘am in pain. Ni'isJless to 
s.iy, ihis is at once a very funny and exlremelv uno>mtortable 
w.vne lo witness. 

Thtm’ arc^trlhor examples which work .it the external level, 
i.e. no! as scripti'd but as depicted ^'isually The sets, and 
esp"Cially CDtto's renttx.i chamK^rs, appear to be- vastlv iwor- 
a device ^vhich literally 'belittk^s" the actors w'ithin. 
Also, it ijuickly Ks'omc^s obvious that there is .1 small group i.if 
aclors who play multiple rok-s, as in a rep-rlory company. 
The combin.il ions, how^ever are .inylhing but arbitrary- The 
same ackir, Sieghardi Rupp, plays Knh till o' s father Lx^spild, 
a stem an^i pitriarchal figure, and Sigmund Freud, t<i whcim 
Weminger ItHikixJ for approv al bul wTu* gav^e none SimiUirly, 
ihe parts t^f Adelaide, Otto's mol her, and Adek-, his landlady 
are played by ihe s.ime actress, f iildeSoc hor I nim certain that 
Ihe appirenl similarity of the namtsi Adelaide an^i Allele is 
nol mere chiince. At the ond tit the film when Sochor enters 
the riMim find Otttidymgtin the floor, she cradk-s his head 
in her lap and sings a pngruint ‘Y iddish lullaby .Mein Yingele 
(Mv IjttfeOiw). Her specific identity at ihal momenl as moth- 
er or Lindladv is ghiss^'d iivx'i, with the R^iill that Stichor 
siH?ms tt^ psrt raying btith 'mtitluT-tv pcs' ttir <11 to at the 

Siime limcp contlatisJ into the one archetypd female ckiraLier. 

One tither piint I would like to take up about VVi'jnr^ix'rr^ 
Nudit IS that it exprx.*sses ejuite clearly and op-nly the exlrt^me 
level of anti-Semitism thal was btith ^‘urrenl and commtm in 
Vienna at the turn oi the century. V’S'hile I am tor thx* mx>sl pirt 
familiar with Freud's concerns and wcHrrit^s n.'gardmg anti- 
Semitism, VI/. his lack tit advaneenienl in the uim'eTsilyr his 
lear of ihe potential tendency to stigmati/*- pvchisina lysis as 
a "feWLsh science', the extent to which it must hatx^ informexi 
and affectvxl Ihe livt*s ot all V'ieiuii^^ lews is underlin^si in 
Wc'orjpijccrji .Vtft frf 

It IS my belief thal a v alid work ol art shtnild have sx>me 
transtormative afkel tsn the 1nd1v1du.1l Cimfrimtixl bv it. The 
piw erof IVr JFrjFiCi^rs Ndnhl comes fri’Km the wmv that it exposes 
as tragic the pressures and circumstances lhat rc-sulled in 
V%'eininger's suicide As both a female and a Jew, i.e. 
VVeininger's two largel grviups', I was ntit in any ivav alienat- 

bv the film, htil rather, very mov ixl by il. 


NOTI 

The inti prmat ion coiiceming Weinmger and his w'ntings w'as 
taken from a publicity handout fn^in WFlCiA-Film Vienna 
Included in the document was a briet biogrpiphy ol Weininger 
as well as an article by Nike Wagner 'Sex and Oharak-ter'. and 
one bv Jonnv Mifmt titkxJ 'Anti-St.‘niilism and Zionism in Fin- 
de^Sicsrle Vienna". 

I'ruit St>urce Austrian Film C ommissioti, A-ltf7t3 Vienna, 
Neulxiugasse .Vp, Austria 

Fon-ign Sak-s Agent: VVFtiA -Film prod iiktionsgesellschaft 
m b.f i, .A- 1 14tl Vienna, Hagelingasse 13, Austria. 
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tary 

suf'gust!^ fuUneHH and ^ . 
completion, kifowledge ^ 
and fact, 

the social world a^nd its^ '^ 
motivating meclianmn^ 
More recently, though, 
documentary has come to 
suggest incompleteness 
and uncertainty, 
recollection and 
impression, images of 
personal worlds and their 
subjective construction. 
Documentary has its 
tnmbles and solutiorts to 
them. They have to do 
with problems in the 
representation of people 
and the worlds they 
inhabit. 
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